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I dedicate this to Esme and Florine, who hold all the secrets of the universe in their tiny, furry,
feline bodies.
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1. April 24th, 2021

April 24th, 2021 was the night of the assault. The 25th, the fallout. The one-year anniversary fell
during my thesis show, which ended April 26th, 2022. Every day prior, the days this work was
made, marked less than a year. I didn’t consciously notice the date during the show, even though
he was there, in the fridge, encrusted in the moldiest, most foul-looking Jell-O. I was so
consumed by the buzz of pleasure, joy, community. But each time I walked into my curtained-off
exhibition space the last day, I began to cry. It felt like a release of grief. I’m sure I described
him to many people that day, as a person who caused harm, who threw my whole life out of
balance without a second thought, who changed entirely the trajectory of my work. How could I
give someone I barely knew that much power? I guess he just took it. But, how to get it back? A
person against whom I had no recourse or justice. But in this space he was integrated, with so
many other objects and experiences, in a safe container, within a safer container. The memories
were no longer fragmented, or out of time; he couldn’t harm me. It’s a shocking development
because every day since it happened, I thought, “Why can’t I just get over this? Why can’t I just
move on and fall back into my work? Why can’t I be more productive and forget about him,
about that night?” Every day since I struggled to feel joy. I present this as artwork, but I didn’t
necessarily make it as such. More than that, it’s the path of integration that I needed to heal.

As I revise this, it’s April 29th, when Mercury enters Gemini, and for the first time I feel that I
can talk about this. Before it was a paper about trauma, but now it is a paper about my trauma. I
can name what happened. But more than that: a paper about processing, integrating, taking
power over my own life; of binding and holding the trauma via my own agency. Mercury is also
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in its pre-retrograde shadow, beginning a time of slowing down, returning to and re-processing
information. This body of work is about imbalances and abuses of power. The tension between
the symbolic materials and their containers reference power struggles held in specific histories.

In the spirit of Gemini, the themes of doubling/mirroring have emerged. Trauma often leads to
dissociation. To heal, we must re-integrate and come to terms with the traumatic events. As long
as they are “outside,” they continue to grow and hold power over us. Only when they are
integrated and “processed”—in my case, through artistic manipulation and the power of spells—
do they become manageable and less oppressive.

Post-show, and pre-retrograde, in this time of slowing down, returning to and re-processing
information, the mirror of the “path of integration” has surfaced. My art, therefore, is the
physical manifestation of my transition to health.
In this work, I explore how to cope as a survivor, to integrate memories, to take care of my
nervous system; how to feel safe and nourished and find pleasure again; and how to do all of this
in a society that values none of it if not for the profit and benefit of some. I’m guided by past
spirits and current teachers who did this work, often invisibly or under-credited. They reclaimed
power within the contexts of religion, healing, spirituality, the home or even their bodies and
manifested a better future. Because this labor is often unseen, un-credited, under-appreciated, or
“deviant,”1 I’m interested in the idea of sharing devalued knowledge, or other ways of knowing,

1

Johanna Hevda, “Care in End Times.” Accessed May 5, 2022. https://www.caresyllabus.org/care-in-end-times.
Hedva critically approaches astrology in the context of a divination tool and a what she refers to as a “deviant” form
of knowledge, with the potential for creation, prophecy and world-making
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often historically disseminated from kitchens and other “feminine” spaces (bathhouses, parlors),
such as how herbs and ingredients can provide sustenance, protection, and healing. I call on and
reappropriate those practices—including magic, trauma-informed ritual and embodiment,
baking, bathing, and craft—for the sake of self-empowerment, to then extend to others. These
practices and guides help me trust myself again. Trusting my intuition and inner knowledge
helps me restore myself and this process of restoration is the backbone of my work.
While I drove to Michigan over winter break to pick up a corrugated metal tub from eBay and
then to two different auctions in Pennsylvania for the nearly matching frames I planned to
refinish as my projection screens for my films, I listened to every book about trauma I could
download. Bessel van der Kolk, Judith Herman, Mark Wolynn and Lundy Bancroft, and most
recently adrienne maree brown’s Pleasure Activism, which begins with the legacy of “Uses of
the Erotic” by Audre Lorde, fit seamlessly into my spiritual practices and rituals. I poured over
Johanna Hevda’s “Care in End Times” module, where they ask, “What happens when we
integrate rather than refuse the pain, toil, and doom of surviving?” and “How do we put our
interconnectedness into practice?”2
In listening, I realized that my personal trauma was encased in generational trauma, which was
shrouded in ancestral trauma, like a Russian nesting doll.

2

Hevda, “Care in End Times.”
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This time we are again looking at the absolute and relative power values but one hertz at
a time. The first thing we notice (page 16) in the Absolute Power Z-score (that is,
normed) values is the left hemisphere slow wave deficit is localized strongly to F7,
another key attention and memory control area. This lack of inhibition suggests a
compromising of cognitive abilities where study can be made more laborious. Moving
along, we notice, as mentioned previously, that F3 emerges as a hot spot or problem area
as we move into the official beta band (15-20 hz). Fp2 emerges as a hot spot, at first
mildly, at 17 hz, then much more strongly from 21 to 23 hertz, an area and frequency
range associate with PTSD-like hypervigilance, but justified or realistic hypervigilance.
Had the elevations occurred in the 24 to 28 hz range, we would suspect and deeper
rooted and more chronic case of PTSD at work in that the hypervigilance would be
expected to be less justified by present life circumstances and more to do with one’s
trauma history. Finally we note that excessive F3 activation resurfaced at 27 to 30 hz
which suggests more “unjustified” or trauma history driven hypervigilance. Turning now
to the Z-scored Relative power scores per each hertz, we observe information that didn’t
show in the averaged Absolute power values seen on the previously discussed summary
page. Interestingly, we see, at 16 hz and 17 hz primarily, at pattern of excessive beta
activation along most of the left hemisphere area associated with the processing of new
information. Again, hardly a shock in a graduate student, but the brain is working way
too hard and suggests PTSD driven cognitive inefficiencies or distractions. The rest of
the Relative power one hertz bins data largely mirrors what we have seen previously.3

3

Mike Gismondi, Interpretation of Quantitative EEG Brainmapping Before and After Six Weeks of
Neurotherapy Treatment. Client: Anna Cone. Pre-Treatment: 7/20/21. Date of Report: 5/2/22.
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Healing is not a linear process, and neither is the time that my work exists in. This is reflected in
the tension between attempts toward integration and control and the messiness of re-balancing
my brain chemistry. But there is a powerful hope in this disorder and in release when channeled
into ritual. According to anthropologist Mary Douglas, “Ritual recognizes the potency of
disorder. In the disorder of the mind, in dreams, faints and frenzies, ritual expects to find powers
and truths which cannot be reached by conscious effort. Energy to command and special powers
of healing come to those who can abandon rational control for a time.”4

In Minerva the Miscarriage of the Brain (2020), Johanna Hevda draws an important distinction
between healing and coping, stating, “I can’t stand the concept of healing if you don’t also talk
about hopelessness, hemorrhaging, the medical-insurance industrial complex, panic, poverty, and
boredom. I prefer the term “coping” because it acknowledges the struggle is real.”5

This body of works was created within times of coping, in states of frenzy and panic as well as
lethargy. Through this process I had a fear of completion. I piled on so much because I was
afraid of quietness, or space in my mind, or free time to think. This includes the pile-on of
research. Jupiter is the main depositor of my astrological chart providing overarching abundance,
but it can also overwhelm. I’ve encased these states of being into reliquary containers and sealed
them up as time capsules. This work is honest.

4
5

Mary Douglas,Purity and Danger. (Routledge Classics edition, 2002), 117.
Hevda, “Care in End Times.”
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2. Astrology and my Languages of Divination
I can't quantify astrology or speak to the metaphysical claims, but I can tell you how it feels
somatically. I feel the moon growing fuller in my body until the light of it bursts out of my eyes,
and I can see so clearly. And then it retracts again, and I have to stumble and feel my way with
its waning light. The same moon that fills me up is the one that guided my wandering ancestors
through the desert. To map out celestial patterns, and work to modify them, connects me with the
spiritual yearning of medieval Beguines when they sought to insert themselves into the heavenly
logos and the apostolic succession. My birth chart and transits reflect how the patterns of unrest
in my subconscious coincide with patterns of historical revolution. My placements remind me of
what I have to work with—my strengths and my challenges, which can become gifts if I can
nurture them. My chart is a mirror, an attunement in a culture that invalidates my experiences. I
experience the world differently. I dream things before they happen, I feel slippages in time, and
I talk to spirits and animals. Tarot and astrology are the languages I use to communicate with
other realms. I feel a constant need to intellectualize or support these practices with theory (insert
Hegel quote) and I can do that, but the astrologers and tarot readers that I learn from are queer,
BIPOC, feminist, anti-capitalist—Alice Sparkly Kat, Chani Nicholas, Johanna Hevda, Jessica
Lanyadoo, Lindsay Mack, Constantina Zavitsanos, and Whit Harris—the only voices I really
trust when it comes to my spiritual development.
The way I practice magic is most directly rooted in my astrology chart. I am an Aquarius Sun,
Libra Moon, Capricorn rising with Venus in Pisces. Last semester I worked with brilliant artist
and astrologer Constantina Zavitsanos and gained so much insight about how my nodal axis
supports my practice of magic. Your nodal axis (which runs between your north and south
nodes) shows where you are moving from (south node) and what you are bringing from past
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lives and what you are moving toward (north node) and meant to fine-tune in this life. I have a
Capricorn South node in the 12th house, conjunct Neptune: The 12th house rules the unseen (as
does Neptune), past lives and both ancestral knowledge and generational trauma. South node
conjunct Neptune allows me to tap into the wisdom of the earth itself, an ancient and embodied
wisdom, from lifetimes of spinning magic.6 And my north node is in Cancer in the 6th house: 6th
house is everyday rituals and practices, and Cancer is the home, ruled by the moon. So, I’m here
to concretize and practice mundane, everyday magic in my home or domestic spaces. Cancer is
feelings and intuition, so while my practice is based on the ancestral knowledge and practices
rooted in my south node, my north node asks me to build spells based on feeling and intuition.7

6

From my notes from my tutorial meetings where Constantina Zavitsanos
kindly read my chart
7
Interpretation from notes from a tutorial discussion/ reading with Constantina Zavitsanos
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A witch is, actually, a successful (in the sense of surviving) deviant. You have a cultural,
ideological, social, what-not pattern which is for that society in question, normal (and,
importantly, this is understood as a synonym for natural.) Most people survive because they
conform to these patterns—because they behave normally. Then suddenly you have someone not
behaving ‘normally,’ and usually they cannot survive, since having rejected the system and its
support they go under so to speak, and are referred to as ‘subnormal,’ ‘maladjusted,’ and other
such terms which have a negative relationship to the standard norm. But then suddenly you get a
deviant which survives, and since it does not draw its support from the normal pattern—and
since the normal people only consider themselves as natural—that deviant is considered as
drawing its support from ‘unknown,’ ‘supernatural’ sources.
- Maya Deren, From the Notebook of Maya Deren (1947)

My work consists of scores and spells, where I make the unseen seen, and give materiality to
invisible forces, if only ephemerally. The spells are primarily for binding, clearing, and
protection; to bind those who abuse, and cause harm allows the pre-requisite safe container for
others to pursue healing and pleasure, so this is my primary spell. Jewish protection magic and
folk practices provide the main frameworks for the spells. As in any ritual, I call on my
benevolent ancestors, my spirit guides, and my guardian angels (my cats) as an act of consensus,
or “working with.” This works in opposition to the consent I and others have been denied.

20
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3. Lineage
My family lineage also ties into this orientation. A relative of mine traced Helen
Guggenheimer Cone—my direct ancestor—to a noteworthy rabbinic family in eighth century
Lucca, Italy. Their name was Kalonymos, and members are credited with introducing Judaism to
parts of Germany, essentially becoming the first Ashkenazi Jews.8 This name came up in one of
my books on Jewish protection magic as a lineage of spiritual leaders and mystics who brought
knowledge of occultism and spread Kabbalistic practices to Germany. According to Joshua
Trachtenberg, “Early mystical and magical lore was successfully guarded by a limited oral
transmission. The secret lore of the German school, founded by the Kalonymides, who removed
to Rhineland from Lucca in the 10th century, was first written down in the 13th by followers of
Judah the Pious, among whom Eleazer of Worms was outstanding both for his prolific pen and
the depth of his learning.”9 On the transmission and dissemination of the oral tradition of
mystical lore, Trachtenberg says, “the keepers of this treasure were the great Magicians of the
Middle Ages, in the public imagination at least, not because they were magicians, which is an
unavoidable paradox, but because they were supreme masters of the learning of which magic
was an incidental offshoot.”10 I call on my ancestors, the Kalonymides, the keepers of ancient
mystical knowledge and magical lore.

8

Britannica, "Kalonymos family: German mystics." Accessed May 3, 2022.
https://www.britannica.com/topic/Kalonymos-family.
9
Joshua Trachtenberg, Jewish Magic and Superstition: A Study in Folk Religion. (CT: Martino Publishing, 2013),
17.
10
Trachtenberg, Jewish Magic and Superstition, 17.
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4. The Blue Room

Fig.1 Installation View, For My Will is as Strong as Yours and My Kingdom as Great, Hunter MFA Thesis
Exhibition Part 2, Spring 2022

My installation is a temporal and sensory experience, one that was difficult to capture in still
photography. Two films are projected in ornate frames that I have refinished and decorated to
match the display refrigerator that I refurbished to house my spells. The films document two
rituals that speak to experiences that bookend the time in which I created the work for the show.
A sound piece plays, consisting of bells, narration of a spirit communication, NASA planetary
sounds, and music composed by 10th century nun-composer Hildegard von Bingen. The
references for the patterns I’ve designed via digital collage and the refinished and assemblaged
sculptures allude to historical eras and their decorative arts, informed by astrological patterns that
are currently being repeated. My presence in the projected films bring us back into the present
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and the effects of the spells contained in the refrigerator, light sources, and shadow boxes cast us
into future.

The symbolism addresses the context of a canon of art history that expunges women and a
religious history that subjugates women. I am fascinated by the cross-cultural and historical
significance of women's home altars and rituals, due to their historical exclusion from
sacred/religious spaces and positions of power within religious institutions as well as the safety,
comfort and community the home provides. I’d like to bring to light forgotten women leaders
and challenge the erasure of goddesses by the power structures of the patriarchy and the
monotheism that have dominated Western Civilization.

Before the pandemic I was largely interested in the idea of the “period room.” I went on research
pilgrimages, immersing myself in museums and palaces. I questioned how our preserved spaces
reveal what we deem worthy of remembering. Where has our history been revised, and how can
we re-revise our present to correct for the skew? I scavenge flea markets, estate sales, auctions
and eBay for cast offs, or objects that have lived multiple lives but lessened in demand and
value, to give new life. By visually employing a Rococo extravagance with kitsch and often
humorous undertones, I aim to democratize opulent, elitist, and once-inaccessible spaces, and
make the pleasure instilled in these objects and spaces openly available. The chaise lounge was
meant as a place for rest and comfort for the viewer, reminiscent of a therapist’s office, or
perhaps my fantasy of one. The room functioned as a container for dinners (including a seder),
tarot readings, meditation, and contemplation. The deep blue of the walls is meant to be calming
to balance the multi-sensory characteristics, heightened by the charged presence of spirits.
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5. Time Travel/Mirrored Time
As I dig through parts of my psyche, I time travel, mining history for subversive or rolereversing events and guides who have knowledge to impart and art to share. I look to some larger
astrological events that align with particular histories related to my work. Three major time
periods I revisit are the Medieval period, 18th century France, and the Victorian Age.
These periods, marked by upheaval, oppression, illness, and victimization—but also dreaminess
and hope—inform the patterns in history that I reference, as I take in both the predictions and
cautionary tales of these times. The physical patterns, practices, and objects I assemble in my
work are visually derived from these histories. Medieval reliquaries and material significance,
18th century design and decorative arts, and the hairwork, shadowboxes, and mourning cult
aesthetics of the Victorian era are tied in.

A Great Conjunction of Saturn and Jupiter recently occurred in Aquarius in 2020, which began a
major shift and renewal that will last for the next 200 years. Medieval astrologers were also
preoccupied with Saturn-Jupiter conjunctions as according to Helena Avelar de Carvalho “the
conjunctions of the two outermost and slowest of the visible planets, Jupiter and Saturn, heralded
major political and religious changes. As part of the revolutions of the world, together with the
lunations and the ingresses, they offered a method of prediction for the unfolding world history.
These conjunctions occur sequentially every twenty years in signs of the same element for a
period of about 240 years.”11 The great conjunction of 1345 also occurred in Aquarius and is
associated with the Black Death. Jewish astronomers were particularly interested in this

Helena Avelar de Carvalho, An Astrologer at Work in Late Medieval France: The Notebooks of S. Belle.(Brill,
2021) 95 https://brill.com/view/book/9789004463387/BP000014.xml
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conjunction, as its presence in the 3rd house took on religious significance. Translations of
notable astrologer, Levi Ben Gerson, or Leo de Baleolis capture this history of Great
Conjunction predictions, by foretelling, “… on the part of Saturn it indicates great diseases and
enmities without cause and wars, destructions of places and ruinations.”12

Another major astrological event that we are on the verge of is Pluto entering Aquarius. Pluto
was last in Aquarius in 18th century France and is associated with the French Revolution.
According to Astrologer Michele Finey, “The last time that transformative Pluto moved through
humanitarian Aquarius the people of France revolted against their dictatorial and extravagant
monarchy and on 14 July, 1789 stormed the Bastille…Mobs of people (Aquarius) projected their
repressions (Pluto) back upon those in power. ‘Equality, Liberty and Fraternity’ was the
Aquarian catch-cry of the day. Now we are entering a period of human history where a similar
cry for freedom and equality will echo across the globe.”13

In Post-Colonial Astrology: Reading Planets through Capital, Power, and Labor, astrologer
Alice Sparkly Kat links revolution with Saturn, Aquarius’s traditional ruler saying, “the ritual of
revolution, like the ritual of Saturnalia, imagines death as fruitful, seeks to disrupt the corrupt
status quo, and allies itself with political outsiders.” Referencing Naomi Klein and Audre Lorde,
Sparkly Kat warns us that revolutionary impulses can be double edged, saying, “the dream of the
proletariat that rises up and destroys all social institutions to create a blank slate for another

12

Bernard R. Goldstein and David Pingree, “Levi Ben Gerson’s Prognostication for the Conjunction of 1345.”
Transactions of the American Philosophical Society 80, no. 6 (1990): 33. https://doi.org/10.2307/1006565.
13
Michele Finey, “Pluto in Aquarius: Liberty, Equality, Fraternity.” published by Constellation News, 2021.
https://www.astro.com/astrology/ivccn_article210323_e.htm
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reality, although it has leftist origins, has been used by right leaning economists to destroy
formerly democratic and leftist governments.”14 And urges us to use this knowledge from the
past, both astrologically and theoretically, to cultivate sustainable forms of revolution and
investigate the role of violence.

Citing Lorde in their advice for working with Saturn sustainably (which also applies to the Great
Conjunction), Sparkly Kat says:
Instead of using revolution as a media symbol or ritual, always bloody, destructive
necessary, and final, Lorde asks us to sustain revolution. Saturn’s questions, from the
golden age to modern utopia to present-day climate change are always questions of
sustainability. What Lorde teaches us is that revolution is not something that happens and
then is over. Rather, revolution must sustained, protected and cultivated.15

Many compare the leak of the Supreme Court Ruling overturning Roe v. Wade during the Met
Gala’s Gilded Age Ball to a “let them eat cake” moment. Following America’s Pluto return on
2/22/22, deep transformation is imminent—Pluto returns have historically marked the ends of
empires. In the case of Roe v. Wade and other precedents that may be overturned, the will of the
few override the will of the many. Advises Sparkly Kat:
The thing about revolution is that if the issues being presented are truly in the interest of
the population and not a small elite, there is no need for a single, shocking, bloody event
in which ordinary citizens must be killed. Violence is a weapon of the few against the
many. When the many are in solidarity, a simple reprioritization of what we collectively
value is enough. A boycott of any corporation of a single day is enough to destroy it, if
enough people get behind it.16

14

Alice Sparkly Kat, Post Colonial Astrology: Reading the Planets through Capital, Labor and Power. (Berkeley,
CA: North Atlantic Books, 2021), 96.
15
Sparkly Kat, Post Colonial Astrology, 99.
16
Sparkly Kat, Post Colonial Astrology, 99-100.
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Jupiter conjoined Neptune in Pisces on April 12, during our show’s installation, a transit that last
happened in 1856 during the Victorian era and the rise of Spiritualism. Chani Nicholas describes
this transit as, “dreamy, euphoric, dizzy, intoxicating, inspired, idealistic,” and encouraged us to
“make art and love,” and “indulge your fantasies.”17 This dreaminess pervaded our install and
infused our show. Nicholas also links this transit back to spiritualism, saying, “if we think back
to the 1850s, it was a time when Spiritualism was gaining a tremendous amount of traction, as
well as interest in the paranormal, seances and automatic writing.” On the effects of this transit,
Nicholas predicts, “There will be an increased desire for spiritual ideas, teachers, and
philosophies. People will crave more transcendent experiences and philosophical perspectives on
life. We will be hungry for connection. We will be yearning for a grander vision.”18 She also
cautions:
Though with Neptune involved, there will be a red flag of deception we need to take into
account. People could be deluded into believing something that has no basis in reality,
and there will be a collective yearning to get swept up with something magnificent.
Hopes will be high. Chalices will be raised up. Abundant overflow and excess will
definitely be on the rise.19

According to Anne Braude in Radical Spirits: Spiritualism and Women’s Rights in Nineteenth
Century America, “Spiritualism also reflected the Victorian view that the home was the true
locus of religiosity.”20 Braude explains, “Spiritualists secured the place of religion well within
the womens’ sphere by relocating religious practice from the church to the home. Spirit circles
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gathered around parlor tables, a most appropriate place for women to preside.”21 On the unique
power and position of women in Spiritualism, Braude says:
At a time when no churches ordained women and many forbade them to speak aloud in
church, Spiritualist women had equal authority, equal opportunities, and equal numbers
in religious leadership. While most religious groups viewed the existing order of gender,
race and class relations as ordained by God, ardent Spiritualists appeared not only in the
women’s rights movement but throughout the most radical movements of the nineteenth
century. They led so-called ultraist wings of the movements for the abolition of slavery,
for the reform of marriage, for children’s rights, and for religious freedom, and they
actively supported socialism, labor reform, vegetarianism, dress reform, health reform,
temperance, and antisabbatarianism.22

Within these swaths of histories, I also look at more specific histories of subversion and reversals
to upend or re-work systems of power, such as how medieval Beguines manifested alternate
futures within the church by attempting to rewrite the heavenly logos through their art and
mystical devotion. How medieval Jews developed and disseminated magical practices despite
Christian oppression and violence. How the history of sugar from medieval times through the
18th century shifted from medicinal use to a violent and exploitive symbol of wealth and power,
only to be devalued again. How Victorian women took on spiritual and political power. How
contemporary Jews explore ways to make mikvah rituals more inclusive through interrogating
gender binaries, reversals and access. Pervading this work is the inspiration of artists Chiara
Fumai, Maya Deren, Leonor Fini, and Niki de Saint Phalle, who explored their fascination with
the occult through surreal films, and who I bring in as spirit guides. Their work inspires my own
by the thinness of the veil between human and spirit realms and their use of depictions of
witchcraft and magic as a source of power.
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6. The High Priestess
Filmed and edited May 2 and 3, 2021
Guides: The Beguines of the Grand Béguinage of Louvain

Fig.2 Film Still from High Priestess 2021, projection, sound, 2 minutes, 17 seconds
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In It Didn’t Start with You, Wolynn explains the role of “rituals, exercises, practices and healing
images” in integrating and healing generational trauma and describes how placing photos,
lighting candles, and writing letters helped patients reconnect with spirits and guardian angels as
well as set boundaries: “The more we practice something the more we train the brain to
change.” According to Wolynn, “our minds have a vast capacity for healing through images.
Whether we’re imagining a scene of forgiveness, comfort, or letting go, or simply visualizing a
loved one, images can profoundly settle into our bodies and sink into our minds. In my work,
I’ve found that helping people unearth the image that most resonates with them is the
cornerstone of healing.”23 On the strengthening powers of repetition through ritual, he writes,
“Essentially, the more we practice something, the more we train our brain to change...Just by
closing our eyes and visualizing an activity, our primary visual cortex lights up, just as it would
if we were actually performing the action.”

On May 2, 2021 (Mercury in Taurus trine Pluto in Capricorn, Venus in Taurus sextile Neptune in
Pisces), I filmed The High Priestess. I edited it on May 3, when Mercury entered Gemini, as it is
now. Earlier that day, I visited an old monastery in Garrison, NY to read tarot for myself. The
High Priestess came in, as I was so hoping she would. She appears to tell us that we hold all the
knowledge that we need within us, that we can trust our intuition. At the time I was questioning
everything. In the days after the assault, I developed a rash on my fingers. It spread out to my
hands, swelling up through my arms. I was hoping it would go away before filming. For some
reason I had it in my head that the rash was his mark on me. That when it went away, I would be
better, free, ready, over it. It didn’t go away before the film, and it still pops up from time to time
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during periods of extreme stress. In recurrences, the rash has spread across my whole chest and
body. Leading up, I soaked in Aveeno oatmeal baths for babies and over time I’ve created my
own bath infusions. The warm water holds me.

In the film, my hands are still swollen, but I pushed on the rings that I wore “that” night and
elongated my fingers with sharp, press-on nails: claws. My heart felt shattered, my brain
muddled, my filming chaotic. My small frame balanced a giant headpiece, and as I wobbled back
and forth to reset the camera, my cats watched bemused. I accidently set my headpiece on fire
(while I was wearing it) at one point. There was a hilarity, an absurdity to such a clunky
performance of a somber ritual. I thought maybe this could be a study or practice for the “real
film” that I would make when I was feeling better. But it was too authentic to remake. And
spirits came in, nonetheless. I could never replicate the feeling of that night. This film initiates a
body of work where I embraced my own imperfectness and marked my first steps to integration.
The original intention for the film was to explore how it feels, to perform a ritual, to host a spirit
in the body. It was easy for me at that time, I was so distant. My body felt empty and eager to
host. In many ways, the work since has been about finding a way to re-inhabit my body
comfortably. And how I’ve come to do that through feeling safe in my home, finding
nourishment in food and comfort in the bath.
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Fig.3 Seven Seals Crib, 2021, Assemblage of mixed media,
upholstered with digital collage printed on suede, 7 x 5 x 5”

The miniature bed that I made for this film is inspired by Crib of the Infant Jesus, a devotional
object from the 15th century Catholic church, which functioned as a guide for me in
demonstrating how ritual can manifest alternative narratives and subvert systems of power. The
materials of the original crib, in particular the silk embroidery, and its associated activities, from
its physical construction to its corporeal devotional practices, offered a unique spiritual power to
women through visions and mimesis of the Eucharist.
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Based on the small acts of subversion that abound in this object, including the role of
Beguines, the economic and artistic powers allowed to them by silk production and
needlework, the status granted by vision and connection to the Incarnation, I’ve
explored through research and spirit communication if perhaps the women of the
Grand Béguinage of Louvain alluded to the most charged vision of all—the text of
The Apocalypse of John—in their needlework to insert themselves into the heavenly
logos and the apostolic succession. The pillow on the crib has mysterious Apocalyptic
iconography, showing the seven seals, open. Unlike the other acts of subversion, which
stayed safely within the confines of the church structure, the positioning of
themselves as the “great multitude” during the opening of the seven seals in the
Apocalypse, the ultimate story of revolution, posited a grand scheme for women’s
future role in the Church.

The popularity of “Andachtsbilder,” or interactive devotional objects24 at this time showed the
importance of physicality and tactility in devotion. In the case of the infant Jesus dolls, the holy
object literally came alive, as Caroline Walker Bynum explains “These visions in their rhetoric
and in the sense of the physical such rhetoric reflects, privilege the material and not only the
somatic. Indeed, they blur the line between the bodily and the material in such a way as to
suggest that all matter is animate and intentional, pregnant with layers of significance.”25
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Fig. 4

Bynum uses Crib of the Infant Jesus to demonstrate the connection between the visionary with
the material. She says, “If the sisters of the Grand Béguinage in Louvain played with the Christ
doll, put it to bed in a cathedral/cradle, or cuddled it against their breast, it was only a tiny step to
seeing Christ appear in the cradle or on the altar in the church. Despite repeated clerical
warnings…against feigned apparitions, vision accounts were a mainstay of devotional
literature.”26

Because these visions began to give women a spiritual advantage that encroached on priestly
authority, priests and clerics sought to impose limitations. But, according to Annette LeZotte,
“Nuns and Beguines who faced clerical resistance to their efforts at ministering to those in need
rarely acquiesced meekly and halted their activities. Instead they manipulated liturgical and
devotional objects in a manner that communicated their commitment to pursue active and
contemplative avenues of devotions.”27
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On my last visit to the Crib, attempting to piece together the apocalyptic links of the iconography
and knowing its power to inspire visions, I asked it directly. With a swell of emotion, I heard it
say, "it didn't work." Those words surprised me and stuck. How could this object, which
functioned on so many levels, possibly not work? Through the role of Beguine, this object
represents how medieval women transformed their expected roles into something far
more complex. Within a canon of art history painfully void of women’s output, these
makers left a legacy of power and voice that we can trace through historic documents
in both the spiritual and secular worlds. But beyond Tina Pippin identifying The
Apocalypse of John as a root of misogyny in the early Christian church, she says, “the function
of this text in women’s lives—both directly and indirectly—is especially vivid in the centuries of
witch burning in Europe and North America.”28 As a wave of witchcraft trials soon followed, the
same indictments used against the Whore of Babylon controlled women with too much economic
independence or knowledge.29 Pippin concludes, “In the Christian utopia, expectations of power
and authority are reversed—the Beast is defeated and the Lamb rules. At least the expectations
for men are reversed; women are left exactly where they were in Mediterranean society—
excluded from the realm of power.”30

By positioning themselves as the 144,000 saved at the opening of the seven seals, the women
makers manifested themselves into positions of power in the church, as those saved are those
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who would go on to preach. But the Catholic church, despite valiant efforts by women, still bars
them from priesthood and performing the Eucharist.

And as medieval women wielded an increase in spiritual power, a backlash occurred in the form
of witchcraft accusations, says Bynum:

But the ambivalence of church authorities and theologians about women mystics also
reflected virulent misogyny—a misogyny that issued both in the actual with accusations
and in the witch-hunting theology of the fifteenth century. By 1500 indeed, the model of
the female saint… was in many ways the mirror image of society’s notion of the witch.
Each was thought to be possessed, whether by God or by Satan…The similarity of witch
and saint—at least in the eyes of theologians, canon lawyers, inquisitors, and male
hagiographers who are, by the fifteenth century, almost our only sources for their lives—
suggests how threatening both were to clerical authorities.31
In Caliban and the Witch, historian Silvia Federici marks the transition to capitalism with the
loss of the commons and links the control of womens’ bodies to the control of labor and
reproduction. Witch hunts began to stamp out self-ownership. According to curator and
researcher Anna Colin, “Federici reminds us that women accused of witchcraft were not
practicing members of pagan cults but were in fact peasants who resisted the
impoverishing developments arising from capitalist domination. Consequently, Federici tells us,
Witch hunts served as a regulating tool used to maintain a hegemonic political-economic system,
where women’s bodies became ‘privileged sites for the deployment of power-techniques and
power relations.”32
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7. Contemporary Witches and Appropriations of Power

In Colin’s introductory essay to Sorcières/Witches: Hunted, Appropriated, Empowered,
Queered, she identifies three types of witches in her exploration of the practice of appropriated
contemporary witchcraft in queer and feminist communities: those who practice witchcraft, those
who are characterized by witches (by courts, religious institutions or public opinion), those who
proclaim themselves witches but do not practice witchcraft.33 According to Colin, “The decisive
revival of the figure of the witch took place in the 1970s, primarily in an activist context. It
became a potent symbol of the feminist and gay struggles in Europe and the United States,
leading to a number of activists to investigate and rewrite the obscured history of the witch
hunts.”34

Colin explains how in addition to witchcraft and neo-paganism being appropriated to form
feminist and queer communities of support and empowerment, the witch also subverts capitalism
by referencing the role of the “healer and botanist engaged in an unmaterialistic relationship with
nature and spirituality.”35 And she concludes, “This vision of the witch has served as an
inspiration to feminist and queer neo-pagan groups committed to uniting spirituality and politics,
to questioning identity, and to pursuing the art of living and taking action together.”36

But as in other examples of reclaimed power, there is opposition by those in danger of losing it.
In Talia Lavin’s Culture Warlords, she explains how witchcraft, paganism and Odinism were
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also appropriated by white supremacist communities, starting when the Cult of Odin began
springing up alongside the neo-pagan in feminist, queer activist contexts in the 1970s, “as a way
to reclaim the cultural inheritance of white, European-descended Americans.”37 From her
research, Lavin asserts:
Part of dismantling and understanding white supremacy is a need to understand the myths
extremists tell themselves—about their own superiority, and about the origins of
whiteness. It’s a story that’s usually a clumsy grab bag of history, myth, and outright
falsehood—and for extremists, it stretches back a millennium, to the Middle Ages.38
Because every cause is given purpose through a myth/founding story, white supremacists are
obsessed with the Crusades and medieval Christianity, which they give a revisionist history of an
all-white utopia, when in fact they were multicultural. This complication forces them to go back
even further to Vikings, pagan gods, Thor and Odin—“to adopt what they see as an all-white
religion that is free from Jewish perfidy.”39 According to Lavin, “By bypassing the Jewish stain
of Christianity, white supremacist neopagans claim to be the ‘untainted remnant’ of true
European blood in America.”40 After reading Lavin’s book, I’ve been thinking about how
challenging white supremacy on every platform includes challenging their magic. As a Jewish
woman and practicing witch, both practices seem defiant.
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8. Containers
Nancy: It is better that you should rush upon this blade then enter this circle with fear in your
heart. How do you enter?
Sarah: With perfect love and perfect trust.
-The Craft

Many ritual practices begin by creating a safe container. In the practice of witchcraft this consists
of casting a circle and calling in the guardian spirits of the four corners. This may have roots in
the Middle Ages when Trachtenberg describes “diviners who operated through demons began
their rites by inscribing the protective circle on the ground.”41 According to Isaacs, “the circle is
another universal symbol of magic, often used as protection form evil spirits” reappearing in
Jewish life events, such as the groom circling the bride at a wedding seven times to ward off evil
spirits.42 Trachtenberg explains “the invocation of demons is a dangerous business, and the
magician must take steps to protect himself in the event that is spirit adjutants get out of hand…
Honi HaMe’agel, an ancient Jewish miracle worker from the 1st century B.C.E., gained the title
‘the circle drawer’ as he was known stand within a circle as he called down rain from heaven.”43

Thresholds into Jewish spaces are protected by the blessings in the mezuzah. For this reason, the
entrance to my thesis exhibition is marked with a mezuzah. The inscription inside invokes the
name Shaddai, a divine name that has struck much debate and controversy and gives protection
to those who enter. David Biale traces Shaddai’s etymology to the Hebrew shadayim or breasts
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and the Akkadian shadu or mountains (also likely to have meant breast originally)44 to argue that
Shaddai’s potential origin is in a fertility blessing, referring to a “god with breasts” in Genesis,
possibly hearkening back to the Canaanite fertility Goddess Asherah.45 Biale argues that,
although suppressed, “there is abundant evidence that the fertility tradition of El Shaddai may
have originated with the Israelite interest in the figure of Asherah, the fertility goddess
represented by breasts.”46 Despite this interpretation, which reveals “the feminine characteristics,
which the Israelites sometimes allowed their God to possess”47 being forgotten until present day,
Biale notes it is in line with Jewish medieval mystical conceptions of God. Biale concludes:

In the Medieval Ages, Jewish mysticism portrayed the emanations of God (sefirot) as a
dynamic interaction between male and female principles…. None of these traditions
derive explicitly from the suppressed biblical God with Breasts. Yet, the possibility that
God reflects the whole human condition—not just its masculine aspect—was already
evident in some biblical authors. From its very beginning to present day, monotheism has
persistently, if not always successfully, resisted purely masculine interpretation.48
My mezuzah pulls this history to the present, unearthing a feminine source to my spirituality,
while utilizing the mezuzah’s traditionally protective powers. The familiar (if oversized) case is
lined with many breasts, cast with gelatin and glycerin, tinted with food coloring, extending
outwards as a soft but mysterious beckon inwards.
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Fig.5 Shaddai Mezuzah, 2022, Mixed Media
Assemblage with cast gelatin and glycerin, 35 x 5 x 4.5”

Fig.6 Shaddai Mezuzah, 2022, (detail)

Traditionally, the mezuzah is an encased roll of inscribed parchment hung on Jewish doorposts.
It is rooted in the idea of an amulet, or protective charm to keep demons out, a significance it
maintains, despite rabbis attempting to shift its meaning to a purely religious symbol.49 It was
also thought to protect against sickness—according to Trachtenberg, “when a community was
wasted by plague, its leaders inspected the mezuzot on the doorposts to discover which was
improperly written and therefore responsible for the visitation.”50 In addition to verses asking for
God’s protection, calling on angels and other magical figures, one of the most common
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inscriptions is Shaddai, the name considered to hold special power in warding off demons. 51 On
the widespread addition of the inscribed name Shaddai, spanning geographically from the north
to south, Trachtenberg says, “this is not unlikely, for we know that the Kalonymides brought
with them to the Rhineland a private fund of mystical tradition of Oriental origin, of which this
may well have been a constituent.”52

Fig.7 Encased Jell-O Spell, 2021-2, Mixed media with gelatin, size variable
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Another container I reference in the exhibition is the Incantation, or Demon Bowl, classified as
an amulet dating to the Jews of Mesopotamia and Syria in late antiquity. The bowls were
traditionally turned upside down to trap demons and protect against curses, illness, and the evil
eye with incantations engraved spirally, with protected parties named in the incantation.53 Many
bowls were (unjustly) made to trap Lilith, and the figures of demons are often shown in chains
and shackles. An example inscription began with: “you are bound and sealed, all you demons
and devils and Liliths, by that hard and strong bond with which tied Sison and Sison…”54 Dennis
also describes another ritual that involved “writing the name of the offending demon on the bowl
with a series of binding adjurations and then breaking it”55 which could pre-date the glassbreaking ritual that wards off demons at Jewish weddings.

Fig.8 Encased Jell-O Spell, 2021-2, mixed media with gelatin and printed porcelain plate, dimensions variable
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My incantations are softly written with my fingers on the surface to ensure their ephemerality
and maintain the anonymity of my subject. Lilith is freed and adulated in my show, but the
harmful representations of figures in my work are trapped in containers. With a variety of scales,
from small cloches to a full-size refrigerator, my containers function as these demon bowls did.

Creating containers to demarcate safe space is an imperative prerequisite for trauma recovery,
starting with one’s own body. Judith Herman explains, “The fundamental stages of trauma
recovery are establishing safety, reconstructing the trauma story and restoring the connection
between survivors and their community.”56 According to Herman, recovery always begins with
safety and “safety always begins with the body. If a person does not feel safe in her body, she
does not feel safe anywhere.”57

Van der Kolk reinforces the necessity of a safe container, saying, “In my experience, physically
re-experiencing the past in the present and then reworking it in a safe and supportive ‘container’
can be powerful enough to create new, supplemental memories… in which your basic human
needs are met and your longing for love and protection are fulfilled.”58 He continues, “People
can learn to control and change their behavior but only if they feel safe enough to experiment
with new solutions.”59
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Fig.9 Incantation Refrigerator, 2022, Mixed Media (gelatin encased figurines encased in refrigerator, assemblaged
with digital pigment print pattern on suede and decals), 30 x 60.75 x 29.5”
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Fig.10 Installation View, For My Will is as Strong as Yours and My Kingdom as Great, Hunter MFA Thesis
Exhibition Part 2, Spring 2022

The safe container and touchstone my therapist provides me is crucial and should not be a
privilege. Access and time for health and mental health resources should be a human right. I’ve
become acutely aware of who our systems exploit and my position of privilege within these
systems. I’m aware that what I’m working through personally is unfolding in tandem with a
pandemic, a mass disabling event. Systemic racism, classism, and sexism keep the most
vulnerable populations in a constant state of trauma. Healing being a possibility for me is a
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privilege, where it is not available for others. Because of these systems and constraints that
prevent so many people from being able to heal from trauma, I have been studying alternative
practices. Historically, women who produce value or work outside of the confines and dictates or
capitalism are labeled as witches. I strive to be a witch in this way and others.
I create containers for protective spaces and to trap my spells. The most charged and harmful
spells are kept in a refrigerator. The panels of the refrigerator are upholstered to hold herbs and
incantations to absorb any negative energy emanating outward. A chamsa protects this container
and many of my other framing devices. The side panels are decals printed from illustrations from
the Rijksmuseum open-source collection of the season of Aquarius, my sign.
The less charged spells, or representations of spells, mixed with glycerin so they can live out in
the world, are contained in lightboxes or used as light sources. Producing light from darkness
alludes to the idea of ein sof, and the idea that freeing the holy sparks trapped in the material
world lifts them back into the infinite world.
Dennis explains the concept of nitzotzot, or sparks, and how they relate to the concept of tikkun
olam, saying, “These sparks, the creative ‘word’ of God, are contained in everything, but are
shrouded from our sight by ‘husks’ or shells’ of profane reality. Humans must reveal these
sparks, concealed in every aspect of creation, and restore then to God (Zohar 1:4a). This tikkun
(‘rectification’ or ‘cosmic repair project’) is achieved by the proper theurgic performance of all
the commandments, both moral and ritual.”60
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Rabbi Ben Newman, from Temple Beth Shalom, has an insightful YouTube class where he
explains the concept of ein sof and its relationship to creation and healing the world that I’ve
carried with me and has been incredibly impactful on my work. A summary of his explanation is
below:
Before anything existed, before there was time and space, there was just the infinite, ein
sof: infinite energy that contained the potential for everything but was also nothingness.
Within ein sof there arose a will to create, a will for there to be something else. That
moment made that infinity a little more finite…Similar to the big bang in physics, the
infinite energy contracted into a sphere to create the bubble of the universe.
Ein sof sent a channel of light into this bubble and used that to create the world.
According to Isaac Luria, God poured this infinite light into vessels. The vessels couldn't
contain the infinite light, so they shattered. The remnants became the material world and
matter and trapped within that world are sparks of ein sof. Sparks of that infinite holiness.
A quest for life is to find sparks of holiness trapped in the material world, and through
ways of focusing and experiencing the world, to lift them up and send them back up to
their source in infinity.
The idea of tikkun olum, or repair of the world comes from this…Repairing these sparks
that are trapped in the material world and lifting them to a higher place. This gives rise to
mystical practices: through meditation, and experiencing the world in a meditative way,
focused and present, you can take the sparks of holiness in that matter and lift them up. In
this way, ein sof is beyond time and potentially in every moment.61
In linking this repair as an act that can be done specifically through food and eating, Professor
and Rabbi Jonathan Brumberg-Kraus explains how Hasidic Jews “elevated all types of eating to
the level of priestly worship,” explaining:

They used the term avodah-be-gashmiyut (worship through material things) to refer to the
process of ‘raising sparks’ of divinity trapped in the material world and returning them to
their source in the divine realm. This special worship can occur through all sorts of daily
activities, but most frequently it occurs through eating in accordance with Jewish law.”62
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9. Spiritualism, Grief, Collage and Assemblage

Fig.11 Memento Mori, 2021, Mixed Media
(Hairwork flowers, vintage gemstones and found ceramic skull), 9.5 x 10 x 7”

I am inspired by the practices of the Spiritualist movements of the 19th century, in their renewed
relationship with spirits and the cult of mourning as well as women’s prominent role in
Spiritualism. The American Spiritualist movement aligned with the suffragist and abolitionist
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movements, and as radical women took on leadership in religious spaces they were encouraged
to fight for leadership in the public realm as well. During the pandemic, I studied Victorian
hairwork as a meditative practice as well as an expression of mourning, absence, and grief that
came with the death toll and mass disabling event caused by COVID. Braude connects the
feelings of bereavement and isolation to the spirit communications conducted by spiritualists in
order to ease the suffering of great loss. I have lived alone throughout the pandemic and during
the most isolating times I would walk through Greenwood Cemetery in Brooklyn. After swathes
of time speaking to no one at all, the company of spirits there was a comfort. I find that hairwork
creates a similar feel of connection, as it blurs the lines between the human and spirit realms and
creates a relic to leave behind, whether using one’s own hair or a loved one. Hairwork was
traditionally made from the hair of a departed loved one, to keep their spirit close. In my
hairwork, I use my own for now, to mark a grievance for time spent in isolation.

Memento Mori consists of a found ceramic skull encrusted with hair flowers and gemstones. The
palate of the flowers marks time as my hair transitioned from brightly dyed to dull throughout
quarantine. I went on to use hairwork within the practice of knot binding as described in Jewish
magical practices. According to Karen Bachman, my Victorian hairwork teacher, “Hair does not
attain relic status until it is removed from the head. The act of cutting creates a literal and
mystical separation between hair and body; it is a rite by which the hair is transformed into a
personal relic and a model of remembrance. The hair’s cut edge represents the transition from
natural artifact to cultural relic, when [Dr. Kathleen M.] Oliver says, ‘the present presence of the
body is anticipated as a future absence.’”63
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The use of hair, removed from the body, also relates to Mary Douglas’s theories in Purity and
Danger on the danger and vulnerabilities of marginal stuff, or matter, which dictate the ways
different aspects of the body inform rituals around the world and what is feared and therefore
holds power. Douglas describes “bodily parings, skin, nail, hair clippings and sweat” as
“marginal stuff” or “particular bodily margins” to which a culture’s beliefs can attribute power.64
I also use hair to add a magic charge to the work. Bachman explains how the process of decay
led many to believe that hair and nails held magical powers, because they may last thousands of
years before decomposing, appearing to live while the rest of the body dies and decomposes. She
says, “The skin of the corpse would be observed to shrink and lose color while the hair and nails
remained unchanged…Hair has the unique communicative power of growing from a living thing,
yet being resistant to decay, conveying a sense of immortality. It is dead, yet undead; living yet
unliving.”65

My assemblage containers, frames and light sources are decorated with gemstones, inscriptions,
found objects or charms. They are often wrapped with Victorian hairwork flowers, made from
my hair throughout the year. This process relates to Alice Sparkly Kat’s ideas on contextualizing
astrology within the history of the West which is “not linear but anachronistic,” like a collage.
Says Sparkly Kat:
It is more useful to think about the Western history as an archive or a collage rather than
a timeline since, so often, events are often added to it and claimed by the West
retrospectively. The archive of the west in not racially singular but multicultural. It relied
upon the invention of and control over images of people and places outside of the West to
make itself up…This making up of the West works through its origin myths, the
64
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memories of those who witness and its historical recounting. This origin myths,
memories and recounting are never archived or preserved perfectly but are added to,
rethought and replaced after the fact.66

My collages and assemblages respond to this idea of layering histories and embedded
appropriations. Their invocation of the mystical, and my choice of found, charged material, is
inspired by Betye Saar. Saar wrote, “There is an apparent thread in my work that originated in
my prints in the 1960s and weaves through later collages and assemblages and into my current
installations. This thread is a curiosity about the mystical.”67 Saar uses old objects to poignantly
engage with contemporary issues of politics, critique racism, and explore mysticism, ritual,
nostalgia, and memory. Her process begins with feeling called to certain found objects. She then
works out her ideas surrounding the object in her sketchbook. According to Ellen Y. Tani:
For Saar, the process of physical transformation central to assemblage means not only the
sculptural manipulation of materials but also the extraction of stuff from the world: she
finds her materials at flea markets, junk shops and antique stores, literally removing them
from the circuitry of economic exchange, or in the words of Jane Carpenter, ‘skimming
offensive objects from the stream of everyday life.’68
I acquire objects in a similar way, and am inspired by Saar’s method of assembling, giving
sometime harmful objects a new life and spiritual charge.
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10. Setting the Table
What may be burned on the altar may be burned in the kitchen; what may be consumed by the
altar may be consumed by the body. The dietary laws intricately model the body and the altar
upon one another.
-Mary Douglas69

Fig.12 Film Documentation photo from feast for You Have No Power Over Me, 2022, Jell-O Spells, Meringue-iced
swan and Croquembouche, Dimensions Variable

On a personal level, food, ritual, finding pleasure and the act of sharing have been my
framework. Food and ritual are cornerstones of Jewish culture and form a powerful cross-cultural
point of connection. The connection between food and spirituality underwent a powerful shift in
medieval Jewish life as the table became representative of the altar in the temple when Jews were
increasingly endangered by practicing rituals publicly.
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Fig.13 Installation View, For My Will is as Strong as Yours and My Kingdom as Great, Hunter MFA Thesis
Exhibition Part 2, Spring 2022

Brumberg-Kraus describes the ritual significance of the feast table for medieval Jews saying:
It was told that the wealthy and learned Jews of medieval Provence took special care to
feed many of the poor from their tables. When these generous benefactors died, their
tables were made into the coffins in which they were buried. According to a rabbi who
heard of and praised this custom, these pious Jews did this because they believed “the
table in the house is like the altar in the Temple [and] just as an altar atones, so also a
table [upon which one fed the poor] atones.70

70

Brumberg-Kraus, Feasting and Fasting, 83.

56

Fig.14 Film Documentation photo from feast for You Have No Power Over Me, 2022, Jell-O spells, meringue-iced
swan, croquembouche and devilled eggs, Dimensions Variable

The connection between the table and the altar intensified through the Middle Ages as Kabbalah,
or Jewish mysticism, took root. Says Brumburg-Kraus, the “theology of eating'' was enacted by
medieval Jews between the 12th and 14th centuries who were influenced by Kabbalah teachings.
He explains:
The Zohar, the primary document of Kabbalah, revived the metaphor of the biblical
sacrifices of eating and deepened the rabbinic idea of the domestic table as a midkash
me’at, and altar, or “mini-Temple.” Medieval Kabbalists taught that when enlightened
Torah scholars eat with the proper intentions—fostered by discussing appropriate
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passages from the written and oral Torahs and reciting rabbinic table blessings—they are
engaging in worship that is functionally equivalent to the priests at the time of the
Temple. Such a meal maintains the divine presence among the people of Israel and
returns the divine energy in food to its source.71

Brumberg-Kraus also reveals the existence of a ritual book forming from the theology of eating,
to sanctify dining, saying:
Much of the Kabbalistic theology of eating was disseminated in a new kind of book, a
ritual manual, exemplified by Rabbi Bahya Ben Asher’s Shulhan Shel Arba. Bahya
composed his eating manual to be used at the table in order that eating be transformed
into sanctified dining and so elevate participants to their highest potential. He understood
the ritual enactment of eating as an act of receiving divine revelation.72
Brumberg-Kraus extends the ritual practices of food in the domestic spheres to empowering
women through mimesis of high priesthood, similar to the Beguines and the Crib, detailing, “In
early 18th century Ukraine, Sarah bas Tovim wrote a book of women’s petitionary prayers, The
Tkhine of the Three Gates, that equates the Jewish women's practice of separating a small piece
of dough (hallah) and lighting the candles of the shabbat table to the sacrificial worship of the
high priest at the ancient temple.”73
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Fig.15 Film Still, You Have No Power Over Me, 2022, 9 minutes, 8 seconds

Integral to food is the act of sharing, and within an art world (and real world) that operates on the
myth of false scarcity, which forces people to compete for resources, sharing is radical. My book
of spells and recipes works from this tradition of divine healing from eating, as well as the
inclusion and empowerment of those historically excluded from such rites and extends to current
notions of sharing. This tradition of radical sharing of food and healing resources as a social
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practice in contemporary art has been pioneered by artists Simone Leigh, Linda Goode Bryant,
and Rirkrit Tiravanija.
In recognizing and crediting those who have done imperative work already, I want to
acknowledge that Black women, although the most vulnerable and marginalized people in
America, have consistently spearheaded successful social justice movements and initiatives for
community care. The Combahee River Collective, or CRC, led by leaders of Black feminism in
the 1960s/70s, distinguished the limitations of the white feminist and patriarchal Blacknationalist organizations in combatting the maladies of capitalism including racism, sexism, and
poverty, and this trend extends to art and social practice as well.74 For this reason, Simone
Leigh’s exhibition and residency at the New Museum, “The Waiting Room,” was curated
specifically for Black women. The exhibition consisted of healing justice practices and
practitioners, including herbalists, nurses, meditation rooms, movement studios and offered
public and private workshops, which the artist refers to as “care sessions.” The New Museum
explains:
Blurring the distinction between bodily and spiritual health, or between wellness and
happiness—and, in doing so, countering the perception of holistic care as a luxury
good—Leigh has convened practitioners who view social justice as integral to their work.
The project also takes into account a history of social inequalities that have necessitated
community-organized care, traditionally provided by women, from the United Order of
Tents, a secret society of nurses that has been active since the time of the Underground
Railroad, to volunteers in the Black Panther Party’s police-embattled clinics that were
active from the 1960s to the 1980s. “The Waiting Room” suggests that creating a space
for wellness may require both the making of a sanctuary and an act of disobedience
against the systemic enactment.75
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In addition to providing important resources and care to visitors and creating a healing space that
prioritized the healing and safety of Black women, “The Waiting Room” also worked in
reciprocity with the practitioners, bolstering and legitimizing their practices.

One of my most therapeutic activities during the pandemic was volunteering at the local urban
farm in Newburgh, whose output is mainly donations, providing fresh vegetables to those
struggling in the community. At the time, this felt more important to me than my art practice.
This encouraged me to explore how artist, filmmaker, and urban farmer, Linda Goode Bryant
created “Project Eats,” which quickly expanded to 12 locations to nourish and draw together
neighboring communities—often low-income and food-poor—throughout New York City. On
the ties between art and food, Goode Bryant explains, “art is as organic as food and life. It is a
conversation anyone can enter. It is a place where we all reside. An energy that is always
renewable. It is the essence of humanity. It is our promise to care and take care.”76

Rirkrit Tiravanija brings his practice of cooking directly into art spaces, blurring distinctions
between life and art. Says Tiravanija, “I don’t really think of what I do as an artistic practice.
There’re no boundaries or limits.”77 A Cancer sun with Chiron in Pisces.

Tiravanija infuses his artistic production with social engagement, by including his audience as
participants to activate the work. His best-known series is Pad Thai, where he cooked and served
food to visitors instead of showing any form of traditional art. His incorporation of activation and
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enjoyment, outside of traditional art barriers, paves the way for immersive quality of my
installation. Tiravanija explains his own motivations:
There’s a methodology in the West of isolating objects from other cultures, of putting
them in boxes in museums and studying them outside of their context, which, for me,
completely misses the point. In contrast, enjoying a meal is a way to really engage with
and understand the other, to share time and space and sustenance. Today, I don’t draw a
line between the cooking I do for a work and the food preparation I do at home to feed
my partner and me. Cooking, making work and teaching are all just living.78
From these references, my work deals with the space of the kitchen and connects food with
healing. For example, in a cooking show performance I made a Bombe Glacee, which I lit on fire
as a clearing spell. I made this spell with ice cream, because it is important to take care of your
nervous system when energy clearing, and ice cream is the ultimate comfort food. I concocted
custom ice cream recipes with flavors and herbs for protection and healing. For the interior, I
made a vanilla, bergamot, black lava salt ice cream and the outer shell was blueberry lavender
and honey. After I molded and released the ice cream, I iced it with a sticky meringue forming
stiff peaks. These properties encouraged the audience members’ intentions in what they were
clearing to stick. The spikiness of the icing ensured that whatever each person was clearing
would stay out. I poured alcohol on the ice cream cake as a cleansing and then lit it on fire as a
clearing. The audience closed their eyes to imagine what they wanted to clear and when the fire
went out, it was mote. Afterwards I served the ice cream cake. In my Jell-O bath performance,
we feasted first, with the notion that the harmful figures were contained in Jell-O so that my
guests could fully experience the pleasures of the feast in safety and comfort.
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11. Jewish Mysticism and Sympathetic Magic
Tracing the history of Jewish magic and mysticism is another way I incorporate my lineage into
my practice and try to unravel these practices from patriarchal and often misogynist histories.
Jewish sorcery existed both as false accusations from Christians, especially during the medieval
period, and a legitimate practice of folk magic that later developed into Kabbalah. Because of
Christian accusations that often led to violence and the seizure of land, Jews became extremely
private, and many ceased practicing even ordinary rituals. Jewish magic is called Kabala
Ma'asit—practical Kaballah—and includes magic spells (using language to alter reality),
invoking angels and demons, and making amulets. According to Dennis:
Magical incantations that appear in the Talmud (and are therefore presumably sanctioned
by at least some sages) mostly serve the functions of healing and protection. In tractate
Shabbat 67a-b, one sage gives explicit sanction to the use of magic if it is done solely for
the purpose of healing. Outside the Talmudic/ Midrashic tradition proper there are spells
for summoning angels, love spells, and ‘binding’ spells intended to curse or thwart a rival
in love, business, or other personal matters.79
The spells use language to alter reality in the form of incantations. Although women were seen
to have superior capacity for spirituality, they were prevented from participating in the magical
practices taking shape in the Middle Ages despite their being “inordinately prone to the pursuit
of the magical arts.”80 Trachtenberg reveals “knowledge of the names, through which Jewish
magic worked, was inaccessible to women, for it required not only a thorough training in
Hebrew and Aramaic, which most of them lacked, but also a deep immersion in mystical lore,
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from which they were barred.”81 Despite these barriers, women were still, invisibly, the
backbone of many magical folk practices according to Trachtenberg:

Evidently what Authorities had in mind, was that women were the spearpoint of the
forces of superstition, that it was they who propagated the bizarre notions upon which the
popular imagination fed, that they were the fountainhead of all those household recipes
and remedies and whispered charms with which medieval Jewry was plagued—or saved.
In this respect they were undoubtedly correct, for learned rabbis did not hesitate to sit at
the feet of ancient crones when a pain in the eyes or head gave them no rest, and many of
the prescriptions retailed by the popular literature make a bow of acknowledgment to
woman kind. We must regard women, then, as the folk-magicians, healers of wounds,
prescribers of love-potions, but in no sense ‘witches.’82

Minding astrological considerations, rituals were often performed at the new moon. The main
factor of the spell in Jewish magic was the incantation, “which were not to be uttered above a
whisper.”83 Isaacs explains how the incantation combined with ritual produced the results of the
spell, saying “Jewish magic generally consisted of a combination of the spoken word that was
combined with a symbolic ritual act.”84 The symbolic ritual act, a form of sympathetic magic
rooted in the practices and belief systems of many cultures around the world, is distinguished in
Jewish magic from similar practices in that it also requires spirit communication and intervention
for the spell to hold.
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Sympathetic Magic:
I had a brief affair with a well known artist at the time. I was not in love with him but he
somehow had me in his power. I did not like this dependency at all, so I bought a pistol in order
to kill him symbolically… One day I had the idea of making his portrait. I bought a dartboard in
a toy store and then asked him to give me one of his shirts. I put a tie around the shirt’s neck and
pasted the whole thing on a wooden board. I titled it Portrait of my Lover. I had fun throwing
darts at the head. It was a successful therapy and I began the process of freeing myself from him.
- Niki De Saint Phalle, From letter to John Tinguely

According to Trachtenberg, “sympathetic magic operates on the principle that acting out an event
or imitating the quality of the desired event would facilitate the actual occurrence of the event.”85

Trachtenberg also stresses that one point is pertinent to understanding and differentiate Jewish
magic from other people rituals using “homeopathic and contagious devices,” which though
often accompanied by spells, operate automatically and without intervention, where “the rule of
sympathy produces its parallel effect.”86 Jewish magic, however, primarily relies on spiritual
intervention to work. According to Trachtenberg, “the incantations that accompanied these acts
contained all customary elements which were intended to bring the spirits under the magician’s
sway… This spirit mediation, which distinguished the latter from more primitive magic, was also
recognized by some Christians.”87 Trachtenberg stresses, “The point is important because it
marks the distinction between the legally forbidden type of magic, which operated exclusively
through ‘the performance of an action,’ namely, the sympathetic principle, and the more
acceptable spirit-magic which the medieval rabbis hesitatingly tolerated.”88
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12. Binding
Well, that should teach a man to mess with me
He was never seen again
And I'm still wandering the beach
And I'm glad I met the devil
'Cause he showed me I was weak
And a little piece of him is in a little piece of me
-Halsey

Utilizing performative utterances, sympathetic magic, spirit participation, corporeal devotion and
materiality, my spells, rituals, and relics slip between and reference different time periods of the
past in order to shift future outcomes.

According to Trachtenberg, “The belief that anything that binds or in any way implies a binding
may have a restrictive or harmful effect is widespread in ancient and modern superstition.” In
Judaism, he describes that “binding knots was a common homeopathic device, and even served
as a description of magic, which in the Talmud was said to consist of “binding and loosening.”89
The softness and ephemeral nature of the Jell-O I use is meant to take out the harmful effect of
the bind and only be restrictive.

The origin of the sympathetic magic and incantation I use in my Jell-O spells is illustrated by this
example described by Trachtenberg to immobilize a thief and reclaim consent after being
violated:

To root a thief to his spot: gather some dust from the house in which the theft occurred
[the dust on which he trod, like his clothes, or his nails or his hair,… is endued with the
89
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essence of his personality; such objects find an important place in contagious magic
everywhere], bind it to a linen cloth and bury it in a grave, whether of a Jew or a nonJew, and say, ‘Just as this cloth, which contains the dust, cannot leave this spot without
my consent and aid, so shall the thief be unable to stir from the spot where he now stands
without my leave.90
I performed my first binding spell with Jell-O in April 2021. It wasn’t on “him” but it seemed to
anticipate him. There was a person causing harm in my community, and after going through the
proper channels, I found I had no recourse.

A binding spell in contemporary witchcraft binds a person or energy to prevent them from
causing harm to themselves and others. In essence, it re-writes the future. The material I have
chosen both limits my control and requires care and works with the notion of consensus, as
“feeling with.” The figures (who represent specific abusers of power) become smothered and
bound in their own excess, but the material is soft and ephemeral, prone to breakages, which
limits my power. I see these spells as a co-creation—if the spell is meant to hold it will congeal
and release, but if not, the delicate material will crack and the figure can break free. This body of
work is about imbalances and abuses of power, and the materials, loaded with symbolism, act as
an extension of that tension as there is a power struggle between the figure and its Jell-O
encasement.
I use porcelain figures that I find in thrift shops, estate sales, and flea markets—my usual haunts.
I grab them when they are cheap and available, and when I’m ready to perform a spell, I gaze
upon my collection and choose the best fit. Sometimes I’ll happen upon one that strangely
reminds me of someone I know, and then inevitably that person will cause harm and need to be
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bound. The porcelain and French or Colonial aesthetics speak to “whiteness” and fragility in
ways that often play a role in the figure’s harm. While pre-made, these figures recall the Jewish
conception of “golem” or figures that were made from “a combination of dust and occult power”
in the Middle Ages in ritual. Golem narratives pervade Jewish folk legends, often doing the
creators’ bidding.91 These figures, and their process of creation through magic, were of great
interest to German Hasidim in the thirteenth century, when one of the greatest known mystics,
Eleazer of Worms, transcribed the formula into 23 folio columns.92 Trachtenberg details:
The image was to be made of ‘virgin soil, from a mountainous place where no man has
ever dug before,” and the incantation, which comprised “the alphabets of the 221 gates,’
must be recited over every single organ individually. A further detail, often noted, was
the incision upon the forehead of the name of God, or the word emet (‘truth’). The
destruction of this creature was effected by removing that name, by erasing the initial
letter of emet, leaving met (‘dead’), or by reversing the creative combinations, for, as R.
Jacob b. Shalom, who came to Barcelona from Germany in 1325, remarked, the law of
destruction is nothing more than the reversal of the law of creation.93

But in the words of Ina Garten, if you don’t have time to make your own golem, “store-bought is
fine.”
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Fig.16 Jell-O Spells (detail) inside Incantation Refrigerator, Mixed media with gelatin, 2021-2, dimensions variable

Reactive effects to the assault snowballed over the course of the summer, physically on my body
and emotionally as I struggled to maintain relationships and I began a process “restorative
justice” (not by my own choosing). I became depressed, afraid, and re-traumatized, feeling out of
control and like I again had I lost agency. When we don’t have proper systems in place for these
processes, there are no safeguards. I had left the original Jell-O spell in my school mini fridge for
months, not having the energy to deal with it. When I finally checked it, it had shrunken down
and molded in the most stunning and grotesque manner. The person I had put the spell on was
defused. I had discovered a way to make myself feel safe, to reclaim a sense of agency. I
continued to cast and re-cast the spells when necessary. The molding and decay of each spell
also created a form of divination, the more toxic and harmful the person, the more rotten and
grotesque their spell encasement became. The effects physically manifested in that the subjects
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were quelled, but the casting and energetic entanglements took a toll on my body. My rash came
back and I felt drained of energy. This created a need for protection spells and nourishment. For
myself and for those encountering the binding spells and harmful figures.

Fig.17 Jell-O Spell (detail) Mixed media with gelatin, 2021-2, dimensions variable
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13. Recipes for Protection
The Jell-Os work as binding spells and the ingredients and baking process of my confections
work as protection spells for the viewers. Once the harmful energies are bound or contained
within the Jell-O, it allows the creation of safe containers for joy and pleasure for the viewer.
Main Protective Ingredients:
Sugar
Milk
Eggs
Salt

According to Dori Midnight, a method for removing the evil eye within the Jewish tradition of
protection magic is to transfer it or transform it with substances including eggs, salt, sugar,94
lemon, plants, smoke, and fire, which is my basis for baking a remedy for the evil eye that pairs
it with the comfort of food.
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Note on Sugar and Power: Sugar in particular represents this loadedness and undergoes a major shift in value.
Sugar was prohibitively expensive during the 18th C, which is notable during Marie Antionette’s reign, and a symbol
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The Place of Sugar in Modern History (New York: Penguin Books, 1985)
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Fig.18 Film Still, You Have No Power Over Me, 2022, 9 minutes, 8 seconds
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The friction of sugar, whiteness, medicine, and power winds through the specific astrological
time periods that I explore. In Sweetness and Power, Mintz tracks the shift from sugar’s
medicinal uses appropriated from Islamic and Jewish physicians in medieval times to decorative
sweetener and symbol of whiteness and power crescendo Ing in Royal courts, until its devaluing
and democratization in the 18th century when it found presence in the home cookbooks of
Victorian times.

Mintz details that, “Its medical utility had already been firmly established by physicians of the
time—including Islamized Jews, Persians, and Nestorian Christians, working across the Islamic
world from India to Spain—and it entered slowly into European medical practice via Arab
pharmacology.”95 The modification of sugar into sculptural forms was likely rooted in its
medicinal origins. Mintz explains that, the mixing of sugar with other substances to be
alchemized and preserved as a decorative, paintable and sculpt-able material “may well have
risen from sugar’s first uses in medicine, and the observations of its nature recorded by
physicians.”96 Mintz also draws comparisons between sugar, medicine, purity and whiteness,
saying “European preference for the whitest of sugars may have been imitations of the tastes of
the Arabs, among whom sugar consumption was already an ancient habit. But the association
between whiteness and purity was also ancient to Europe. Because of it, white sugar was
commonly prescribed in medicines…”97 This journey of sugar as medicine being taken from
non-Western/white origins and then layered with associations of white supremacy is an example
of appropriations and shifts in ingredient histories that are fascinating to me.
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Sugar also became a medium of expression for messages. As sugar displays became more
sculptural on European feast tables, artists began to infuse them with social and political
messages. Mintz says,

Over time, the creative impulses of the confectioners were pressed into essentially
symbolic service, and the subtleties took on greater significance. ‘not only compliments’,
writes one commentator, ‘but even shy rebukes to heretics and politicians were conveyed
in these sugared emblems.’98
By the 16th century a value shift had begun, as these elaborate edible confections were available
to both royals and the merchant classes in England. Mintz explains:

[Sugar]was transformed from a luxury of kings into the Kingly luxury of commoners—a
purchased luxury that could be detached from one status and transferred to another. Thus
understood, sugar became a spurious leveler of status… the rich and powerful began to repudiate
their consumption of a product the older symbolic meaning of which was being steadily emptied
of its potency.99
Mintz also specifies that, “Sucrose figured importantly in all of the supposed remedies for the
Black Death.”100 On how his research on sugar extends to ritual and transformation, Mintz
explains:
In the course of everyday life, social groups transmute acts, substances and the
relationships among them into units of different meaning. Rituals involving eating for
instance, may be marked by unusual foods (items otherwise tabooed or those prepared in
a traditional or archaic manner), or by ordinary foods taking on a wholly different
significance because of the ritual context. Examples are plentiful in both: the Passover
seder, the Eucharist, Thanksgiving Turkey and so on. 101
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Mintz extends this method of ritual infusion to the confections of 17th and 18th century England,
by way of French and Italian royal visits when “new and modified sucrose uses were wedged
into ritual and ceremonial contexts at court and among the rich and powerful.”102 Mintz describes
the “trickle-down” effect of these rituals:

Ceremonies and rituals that underlined or dramatized the exercise of temporal or secular
power and authority drifted down the social ladder without the force that underlay them
and that they had once served to symbolize. It was the economic ability to consume in
that fashion, rather than the status right, that came to matter. Over time sugar proved to
be a superb vehicle for such transformations.103

Complex histories and value shifts such as these for each ingredient are integral to the
significance of the work and represent the resisting and re-forming of power structures.
Accessibility of ingredients and cooking knowledge increased in Victorian times with the
publication of cookbooks and housekeeping guides for home use as well the emergence of
notable women cooks and cookbook authors, all without the pomp and circumstance of elaborate
displays being lost. I’ve collected cookbooks, illustrations, ice cream and Jell-O molds from this
time to mold and inform my work. Fountain contains digital collages of illustrations from The
Epicurean by Charles Ranhoffer, a facsimile of the 1893 edition. The illustrations are of
decadent and figurative confections, but I’ve bound the decorative figure inside, as I do in my
Jell-Os, in another form of sympathetic magic. The collage is fired onto a found ceramic
fountain, that contains remnants, or relics from my Jell-O bath.
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Fig.19 Fountain, 2022, Digital pigment print on ceramic decal fired on to found ceramic fountain and Jell-O bath
remnants, Dimensions variable
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Fig.20 Film Documentation photo from feast for You Have No Power Over Me, 2022, Jell-O Spells, Meringue-iced
swan and boars head, Dimensions Variable

Medieval Jewish spells often took the form of food and worked their way through the body like
internal medicine. Trachtenberg explains, “this means of applying magic is best exemplified in
the field of medicine, where the spells or the mystical names were frequently consumed just as
though they were so may cathartics to expel the disease-demons.104 According to Isaac, “a
popular method of transferring the magical spell within one’s body was by writing it on foods
such as cake or fruit” and “sometimes magical prescriptions were written on paper, which was
then soaked in wine or water and swallowed.”105 Trachtenberg elaborates, “the injunction is
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frequently encountered to write the names, or the Biblical verses, or the spell upon the cake (the
preparation of which was often quite elaborate), or upon a hardboiled egg, that has been shelled
and devour it.”106

This application of magic forms the basis of my deviled egg and croquembouche protection
spells, which along with their herbal ingredients, work to protect the viewer within the contained
space of my exhibition.

A notable ingredient in the deviled egg spell is garlic. Garlic represents another example of reappropriation as a form of empowerment, as garlic as an antisemitic trope has been reclaimed,
often with humor. According to Jordan D. Rosenblum garlic “functions both internally (by Jews)
and externally (by non-Jews) as a symbol that represents Self and Other—or, in the terminology
favored in anthropology and food studies, how garlic operates as a metonym for Jews.”107 In fact,
says Rosenblum, “The rabbis of the Mishnah understood Jewish garlic consumption to be so
identifiable that they referred to Jews as ‘garlic eaters.’”108 Traditionally, the health benefits of
garlic include acting as an aphrodisiac, stimulating and healing the body, and it was part of many
folk magic practices.

An excerpt from the Babylonian Talmud says, “Our rabbis taught: Five things were said
regarding garlic: (1) it satisfies [the appetite]; (2) it warms [the body]; (3) it brightens to face; (4)
it increases virility; and (5) it kills parasites in the intestines. Some say it causes love to enter and
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desire to go forth.”109 However, Jews’ love of garlic, and its aroma, was wielded as an
antisemitic trope in medieval and early modern times as the feotor judaicus or “Jewish stench,”
which arose in popular writing and imagery such as the Canterbury Tales.110 One of the most
dramatic, if incongruous, examples of this metonym is found in vampire lore. Rosenblum
explains that “vampires have long served as a metaphor for the threatening Other, especially in
regard to Jews.”111“Since popular antisemitic polemics (especially the blood libel) inform much
of the common vampire lore, an interesting question arises: if ‘the vampire’ represents ‘the
Jew,’” Rosenblum writes, “then why would garlic be such a well-known apotropaic—that is a
means of warding evil forces off? After all, Jews love garlic!”112

Rosenblum gives an example of how Jews “internalized this metonymic association and used it
themselves to signal their status as an outsider to dominant, non-Jewish culture” as an act of
resistance, through the tradition of Nittel Nacht, consisting of “a cluster of Jewish observances
carried out on Christmas Eve” when Jews stayed up late celebrating convivially, playing cards
and eating garlic.113 To Jews, “Eating garlic on Christmas Eve was one way to signal resistance
to that day, both against their dominant Christian culture and as a means of spiritual/literal
protection, since garlic was understood as an apotropaic that warded off demons and spirits,”
according to Rosenblum.114
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Fig.21 Film Still, You Have No Power Over Me, 2022, Devilled eggs, 9 minutes, 8 seconds
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14. Micro and Macro
There’s an old adage in Astrology. The first part of the adage is often quoted to talk about how
the stars influence our behaviors: ‘As above, so below.’ However, this isn’t the complete adage.
The second part of the adage tells us: ‘As below so above.’ The meaning of the sky comes
directly from us. You are the thing that animates heaven.
-Alice Sparkly Kat
My astrology study, trauma research, and spiritual explorations continue to lead back to the
premise that as individualistic as our culture is, we are all connected to each other and through
history. I connect the relationship of the micro to the macro through the Jewish concept of tikkun
olam, or the idea of healing the world, which starts with the individual. As we heal ourselves, we
contribute to the healing of the world. The healing of each individual is essential to the
collective.
This is echoed in trauma research. When we heal our trauma, which can be all-consuming, we
are more available to our community and can recognize the systemic epidemic of trauma beyond
our own. According to psychiatrist van der Kolk in The Body Keeps the Score, “Trauma affects
not only those who are directly exposed to it, but also those around them,”115 and “trauma breeds
further trauma; hurt people hurt other people.”116 But this painful and pervasive human
experience often allows for greater insight and empathy on a personal and social scale, as van der
Kolk says, “most great instigators of social change have intimate personal knowledge of
trauma… Read the life history of any visionary and you will find insight and passions that came
from having dealt with devastation… The same is true of societies. Many of our most profound
advancements grew out of experience of trauma.”117 Van der Kolk also stresses the importance
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of recognizing how pervasive and harmful trauma is, and the urgency of our responsibility to act,
saying “trauma is now our most urgent public health issue, and we have the knowledge necessary
to respond effectively. The choice is ours to act on what we know.”118 This choice to act is
pertinent to my work. Those is positions of privilege and power have a social responsibility to
address the violence, misogyny, racism, intolerance and oppression wielded by those in power
who continue to perpetuate trauma. Healing from trauma is expensive, time consuming, and
simply unavailable to the individuals and communities impacted the most, so there is a
responsibility to bring awareness to that and work to make resources more accessible. And on a
personal level, it is a mitzvah to heal oneself, when ready.
Many others have studied the relationship of the personal to the political, collective and systemic
when dealing with trauma. In Judith Herman’s seminal book on trauma, she states that “the study
of the psychological effects of trauma is an inherently political enterprise because it calls
attention to the experience of oppressed people.”119 On the systemic effects, she says, “In the
aftermath of systemic political violence entire communities can display symptoms of PTSD,
trapped in alternating cycles of numbing and intrusion, silence and reenactment. Recovery
requires remembrance and mourning.”120 Herman describes how “the problem with coming to
terms with endemic abuses of power” bears equal responsibility in America’s failure to
recognize the legacy of slavery, police violence and crimes of sexual and domestic violence in a
society built on racism and patriarchy.”121 We are also seeing this failure most recently in rising
anti-Semitism and the increase of Holocaust denial. With bans on CRT and limited knowledge of
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the Holocaust currently in America, an honesty about history and cycles of abuse are critical,
personally and collectively.
Pervasive in trauma research is the startling awareness that a partner or child in an abusive home
or relationship can experience similar levels of PTSD as a combat veteran from war and gives
insight into how the motivations and remedies for abuse are similar. Lundy Bancroft extends the
conversation on how the micro connects to the macro in patterns of trauma, discussing the
common societal dynamics that are at play in a range of violent systems, from intimate partner
abuse to abusive bosses and corporate heads, union busting, dictatorships, colonialism, racism,
and policing: “A home where a woman is abused is a small scale model of a much larger
oppressive system that works in similar ways… oppressive systems stay in existence because the
people in power enjoy the luxury of their position…In short, the abusive mentality is the
mentality of oppression.”122 Bancroft continues, “One-on-one approaches to overcoming abuse
work well only when the community pulls together to create an environment in which the
victims are supported and abusers held accountable.”123 He concludes that “abuse is the product
of a mentality that excuses and condones bullying and exploitation, that promotes superiority and
disrespect, and that casts responsibility on to the oppressed.”124 To address systemic abuse, we
must disrupt notions of hierarchy and “promote alternatives to abuse and oppression by
recognizing how intertwined different forms of abuse and mistreatment are.”125
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With vast, painful histories and dynamics of trauma it’s easy, like climate change, to feel like
nothing can be done, but from Bancroft’s perspective, just speaking about one’s own experience
as a survivor, can have profound effects in giving others the strength to break free, and creating a
community where there is both accountability and support. I don’t have trust in our legal system,
or the police. Even as a white woman with economic privilege I had no recourse in a system that
since its inception has failed, terrorized and re-traumatized Black women, BIPOC and trans
people daily. But I do believe in community-building, care, and restorative justice, even though
we don’t yet have the frameworks in place to provide enough support and access. This also
requires deep societal change, but an awareness come first. This is why my work addresses my
personal experiences of trauma.

Fig.22 Jell-O Spell light (detail), 2022, Mixed media assemblage with gelatin, 46 x 12 x 12”
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15. Pleasure, Ritual and Reclaiming the Erotic
There are many types of power, used and unused, acknowledged or otherwise. The erotic
is a resource within each of us that lies in a deeply female and spiritual plane, firmly
rooted in the power of our unexpressed or unrecognized feeling. In order to perpetuate
itself, every oppression must corrupt or distort those sources of power within the culture
of the oppressed that can provide energy for change. For women this has meant a
suppression of the erotic as a considered source of power and information within our
lives
-Audre Lorde, “Uses of the Erotic”
In Pleasure Activism, adrienne maree brown compiles compelling essays that respond
intersectionally from Audre Lorde’s premise that “As women we have been taught to distrust
that power which rises from our deepest and nonrational knowledge.”126 brown defines pleasure
activism as, “the work we do to reclaim our whole, happy, and satisfiable selves from the
impacts, delusions, and limitations of oppression and/ or supremacy.” And stresses “pleasure
activism asserts that we all need and deserve pleasure and that our social structures must reflect
this. In this moment, we must prioritize the pleasure of those most impacted my oppression.”127

My first brain mapping during neurofeedback therapy showed a Delta problem. There was a cold
spot in my left frontal area, the brain’s pleasure system and dopamine center which runs
information processing and initiates tasks regarding happiness. Among the other symptoms I was
experiencing, this visual of my pleasure center being dead felt the most confrontational. The
brain map also corresponded to tarot readings I had done for myself. After the assault, I wanted
the control of knowing how things would end, so I pulled an “outcome” card—the Empress. The
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Empress is about receiving. She wears sumptuous clothing and a crown, and sits in a beautiful
forest, her feet connected to a fertile and nourishing earth She opens us up to the ability to give
and receive pleasure, which according to my tarot teacher, Lindsay Mack, is one of the hardest
things we can do. Even just accepting a compliment or asking for help can feel impossible for
many people. I’m still a work in progress, but I have asked for and received help in the making
of this work that it wouldn’t exist without. For a long time, I was going through the motions.
Making decadent dinners, lighting candles, building luscious altars and sets, infusing soothing
baths, trying to capture pleasure physically, or visibly, but I couldn’t feel it. My work, so
ornamented, so decadent because it's trying so viscerally hard trying to show a sensation I
couldn’t feel. I’ve been faking it ‘til I make it, so to speak, and slowly I have begun to feel it.
Through asking for and accepting help and sharing food, art, and experiences with others.

brown’s intentions for Pleasure Activism have informed my own work’s intentions. Hers are:

-

128

Recognize that pleasure is a measure of freedom;
Notice what makes you feel good and what you are curious about;
Learn ways you can increase the amount of feeling-good-time in your life, to have
abundant pleasure;
Decrease any internal or projected shame or scarcity thinking around the pursuit of
pleasure, quieting any voices of trauma that keep you from your full, sacred, sensual life;
Create more room for joy, wholeness, and aliveness (and less room for oppression,
repression, self-denial and unnecessary suffering) in your life;
Identify strategies beyond denial or repression for navigating pleasure in relationship
with others; and
Begin to understand the liberation possible when we collectively orient around pleasure
and longing128
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In Jewish tradition this reciprocity of pleasure extends between the human and spirit realms,
which I summon in my work. According to tradition, spirits are very much on earth among us,
going through their daily tasks and open to communication. When we acknowledge them, we
give them pleasure, which expounds our own capacity. According to Trachtenberg:
The dead are quite aware of everything that is said here on earth; laudatory or derogatory
remarks concerning them are promptly rewarded or punished. Because of the alertness of
the spirits to human actions, pious deeds performed on their behalf, such as prayer,
charity, ascetic practices, lighting candles, have a double utility beside their purely ritual
significance—they serve to improve the lot of the soul in the realm to which it has been
transported, and they give ‘pleasure’ to the spirit. The spirit, in its turn, ‘prays for the
well-being of the living.129
My installation multiplies my intentions for pleasure by honoring spirits to reverberate the
pleasure through realms. Lighting candles and providing offerings in the form of food, incense,
and spirit communication activate spirit participation in the space.

Fig23 Installation View, For My Will is as Strong as Yours and My Kingdom as Great, Hunter MFA Thesis
Exhibition Part 2, Spring 2022
129
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16. The Bath
The rain came pouring down
When I was drowning, that's when I could finally breathe
And by morning
Gone was any trace of you, I think I am finally clean
Rain came pouring down
When I was drowning, that's when I could finally breathe
And by morning
Gone was any trace of you, I think I am finally clean
-Taylor Swift

Fig.24 Film Documentation photo from set for You Have No Power Over Me, 2022
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The Mikvah:

The mikvah, or ritual bath, is so important in Jewish tradition that laws require that it be the first
thing built in the community before any other devotional space. In Jewish tradition, water
immersion is a ritual associated with priestly purification, magical purposes, and important life
events including conversion and niddah, a ritual immersion prescribed to women for “menstrual
impurity,” which is a site of contention, resistance, reversals, and reclamation. On the overall
spiritual effects of mayim chayyim, or the living water ritual, Dennis says, “contact with this
heavenly flow cleanses one and prepares one for contact with other heavenly forces.”130

Inbal E. Cicurel provides an anthropological study in modern Beer Sheva “to analyze the mikvah
both as a vehicle of male dominance and as a site where female power becomes visible.” Cicurel
argues that while the mikvah initially “appears to be an instrument of the patriarchy,” women
have found ways to subvert those associations, and with a more nuanced look, “mikvah can also
be seen as a site of women's solidarity, even power.”131

The idea of niddah, and the ways of enforcing it historically, have been deeply misogynist and
manipulative, often by striking fear that without immersion, one’s husband with lose interest or
one will suffer health consequences as serious as cancer, which will make her a burden to her
husband.132 And most disturbing is the male authority and control of rabbis over women’s
bodies, down to judging specific menstruation stains. Explains Cicurel:
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In connection with this intimate female commandment, the representatives of the
Rabbinate, men, are the ultimate judges of women’s sexual receptivity. If the woman,
when performing the daily vaginal checks, finds a suspicious stain that she can’t (in fact
mustn’t) judge, she has to show it to a rabbi, who will tell her if it is menstrual blood.133

Despite this, women, for the most part secular, still choose to participate in niddah, according to
Cicurel, on their own terms for their own reasons, including connection to community,
sanctifying married life, making sex more exciting, pleasure and enjoyment, self-care and most
commonly, protecting their husbands and families. This is rooted in the association with
immersion to segulah. Cicurel explains:

Segulah refers to a folk, non-religious belief about merits that are inherent in objects - in
this case, the merits of immersing in the mikvah. The word segulah can roughly be
translated as "virtue" or "quality." Here it means a special, perhaps spiritual or religious
virtue that imbues the waters of the mikvah. Many of the women and some rabbis believe
that the waters of the mikvah possess special powers, endowing them with the capacity to
enable wish fulfillment. …134
Women felt a certain power from their immersion, and they often recounted the good fortune
their participation brought their families and the bad luck that came with neglecting the ritual.
The water was thought potent in helping with fertility, marriage, and curing illness. Cicurel says,
“for these women, niddah has more to do with their beliefs that their bodily immersion serves as
a protective charm for their husbands and children than with the perception of it as a
commandment that denigrates women.”135 Within her argument, Cicurel cites that:
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Sered has discussed women’s religions and has shown that one of their focal points is that
of health and disease prevention. Women’s religions often include ceremonies that are
intended to cure. In this spirit, we can view the observance of niddah by the women under
discussion as a women’s religion. I would refer to this female enclave in a maledominated religion.136
To resolve the dissonance between their personal reasons for participation in niddah and the
problematic rules it is rooted in, women created new definitions through omissions and reversals,
“Changing the traditional explanations from positive to negative, and vice versa, through an
inversion of the major terms,” says Cicurel137

Cicurel provides the example of bridal parties to demonstrate the contested domain of the
mikvah when balaniot, or older women, employed by the rabbinate to run the mikvahs,
organized together in their struggle for power against the rabbinate, and won. The disagreement
was over younger women using the mikvahs for raucous bridal parties which the rabbinate found
vulgar and sought to control without directly banning them and risking women’s overall
participation in niddah. The rabbis tried to quell these gatherings by limiting the mikvah’s
availability and re-designing waiting rooms so parties couldn’t fit. But when the rabbinate
transferred the balaniot in an effort to limit their power within a domain where the elder women
valued their strong, integral, and influential positions within their neighborhood communities,
they went too far. The balaniot organized and in the end prevailed, but only by pressuring other
influential men to advocate for them.138
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Cicurel concludes with L. Abu-Lughod, M. Lepowsky, R. Reiter, S. Harding and others’
discussion of “female power in cultures that may seem male dominated” where they
demonstrated, “that women, by means of female networks, pressures and gossip, can exert
substantial control over their own and others’ lives.”139 “In the case of the mikvah, we may talk
about female power resembling the ‘invisible’ power discussed by these anthropologists,” but
Cicurel notes, “in the end, however, they possess no political power, which remains firmly in the
hands of men.”140

To honor the spiritual qualities and powers of the mikvah without their misogynistic and gender
binary limitations, contemporary Jews have adapted the idea of the mikvah into a more inclusive
practice. Mayyim Hayyim, Immerse NYC, Gay Bathhouse, and Radiodress are all mikvahrelated projects that seek to address these historic imbalances and offer the power of ritual in an
equitable way. Artist and Kohenet, or Hebrew priestexx Rachel Erev describes the impetus
behind the Queer Mikveh Project to resolve inequality and inaccessibly, due to gender
segregated spaces, saying:
For Jews, water signifies the transformative movement from slavery in Egypt, through
the parted Red Sea, and into freedom. Entering a mikveh is a transformative and healing
experience and we have long wondered why it is not available to more people, including
the significant transgender and queer populations in Jewish communities.”141
Erev explains this urgency noting,
The Queer Mikveh Project creates space within Jewish ritual for those who have felt
excluded because of white supremacy’s influence on U.S. Judaism (a.k.a. assimilated
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Eastern-European-dominated Judaism) transphobia, homophobia, nationalism or because
what has been presented to them hasn’t felt accessible or relevant to their experience.142
The Queer Mikvah Project incorporates the idea of tikkun olam, as Erev describes:
This slow building, land honoring and diasporist project is coming together with a lot of
attention and focus to center Jews of color, Jews by choice, disabled Jews, working class
Jews, and trans and non-binary Jews. We use our ritual tools with the intention of
bringing healing to the Jewish people (because of harmful U.S.& Israeli violence and
assimilation to patriarchy and capitalism) and to Indigenous peoples whose land we make
home on.143
The Dissemination of Bathing in 18th Century Europe:

While bathing practices in both England and France were popular in the Middle Ages, they
declined during the plague, as doctors thought water opened the pores up to disease. It wasn’t
until the 18th century that there was a resurgence in private and then public baths. Catherine
Arpen’s dissertation on the subject, “Pleasure and the Body: The Bath in Eighteenth-Century
French Art and Architecture” explores “issues of personal hygiene, the link between bathing and
sexuality, and the interpersonal relationships that develop between women within the domestic
interior.”144 Arpen argues that bathing imagery and bathrooms promoted a new understanding of
the body that elicited sensory and sensual pleasure in both women and men, “beyond
establishing the act of washing as a crucial part of a woman’s domestic routine, representations
of bathing women also participate in the construction of the bathing space as a distinctly
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feminine realm.”145 Because these bathrooms were luxuries, it was fashionable to feature them
visibly in the home, and bathing often became a performance.

Fig.25 Tub Self Portrait (detail) Digitally collaged pigment print on suede 2022, 20 x 22”

The self-portrait on my tub recalls Mademoiselle de Clermont’s notable portrait, referencing how
bathing practices were appropriated and disseminated by elite and infamous European woman
from the hammams of the Ottoman Empire. Lady Mary Wortley Montagu, Madame de
Pompadour, and Mademoiselle de Clermonts’ pioneering of both turquerie and the health
benefits of bathing in Europe, seen in their writing and art commissions, carefully balanced their
fascination with Turkish women with their European identity. Each used the site of the hammam
to straddle the line between the sexual freedom associated with Ottoman women and European
senses of propriety in order to appropriate the power that each felt the bath lent to Turkish
145
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women. Lady Mary Wortley Montagu promoted inoculation in Britain, which she most likely
learned from Turkish women in the hamman. According to Srinivas Aravamudan, “The
bathhouse, as a site for multiple hygienic and aesthetic functions, was also a place where
therapeutic practices were carried out; it was common in that environment to find female
herbalists, magicians, and medical practitioners.”146

Marie Antoinette, fairly or not, remains as a symbol of abuse of power and the exploitation of
empire. Not to be a Marie Antoinette apologist, but I think she was a result of these systems, not
the cause, although she did perpetuate them to an extreme. But to scapegoat her was a great way
to pin these extremely horrific and complex systems on one woman’s frivolousness. Marie
Antionette's shift to a pop-icon in contemporary aesthetics, fueled by Sofia Coppola's film, and a
re-examining of the misogyny of her case also fascinates me.

Marie Antionette, unusually hygienic for her time and place, advocated for the health benefits of
milk, thought to have medicinal qualities, both for consumption and for bathing. Her bathtub was
simple in design, it looked strikingly like the copper tub I got from an eBay listing in Michigan.
Marie Antionette's tub was wheeled into her bedroom, shrouded by linens, and the bath itself was
infused with flowers, perfume and herbal blends.147 In Meredith Martin’s Dairy Queens: The
Politics of Pastoral Architecture from Catherine de' Medici to Marie-Antoinette, she describes
how Marie Antoinette created liminal and non-conforming space in the form of pleasure dairies
at Versailles. These structures were also dismissed as frivolous follies, but they held great
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cultural and political significance as spaces for noble women to wield power and experiment
with their identities. According to Martin, “Marie-Antoinette’s pleasure dairy has been an
essential site in the development of her bad reputation, both as a thoughtless and extravagant
queen and as a historical figure who violated the boundaries of her class and gender.”148
Additionally, her bathing was framed as "un-French" and lewd when the tables began to turn. In
referencing this capricious time, and the infamous Queen’s complexities, my copper bath is
caped in linens, takes an opaque milky hue and is infused with flowers and herbs.

As revolution swept through France then Europe, bathing practices shifted from private to
public, bathhouses and outdoor bathing became commonplace, and bathing shifted from a luxury
reserved for the wealthy to a practice available to all. In my film, I transform my living room into
a bathroom, and performance space, merging the public and private in a display of the freedom
and sensuality these bathing spaces allowed women, while also acknowledging their roots and
appropriation.

In my ritual bath performance, bathing and feasting scenes occur in concert in continuance of the
notion that when harmful energies are bound or contained it creates space for intaking joy and
pleasure. The feast also alludes to the feasting and excess that took place in France on the verge
of revolution.
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17. Ritual Objects: Totafot and Amulet

Fig.26 Film Still, You Have No Power Over Me, 2022, Procession scene, 9 minutes, 8 seconds

Tefillin, encased prayer scrolls that are bound to the body, are also linked to amulets and the
tradition of protective magic. However, women are not allowed to wear them, due to the
“uncleanliness” of menstruation. Eric Silverman details some hypotheses about these restrictions
being rooted in fertility envy in A Cultural History of Jewish Dress. Silverman says, “by barring
women from full participation in key religious rites, men appear to be the reproducers of society
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and the cosmos.”149 As Jewish identity is passed on matrilineally, Silver concludes, “ritual
privileges such as tefillin therefore sustain male privilege while both acknowledging and denying
the reproductive prominence of women.”150 Silverman draws in more examples of tefillin
inferring female symbolism citing Aryeh Kaplan who “viewed the boxes and straps of tefillin as
symbolizing the womb and umbilical cord and symbolizing feminine domain as the tefillin case
is called a ‘house’ (bayit) to parallel the home overseen by women.”151 Silverman lays out the
reasoning for this ban as a double-edged, underhanded compliment, rooted in misogyny, and
paralleling women’s’ exclusion from magic practices, explaining:

The early rabbis…exempted women from rituals times to specific hours (e.g., M.
Berakoth 3:3; M. Kiddushin 1:7) Some rabbis based his rulings on female inferiority. But
others understood women to possess a superior sense of innate spirituality. Women in this
view, require fewer ritual prompts than men to shun temptation.152
There are, however, a few mentions of totafot, which is believed to be a type of headpiece, or
amulet, and perhaps a precursor to tefillin, in Jewish texts that are ascribed to women. According
to Yehuda B. Cohn, “the most widely accepted views are that the word refers specifically to a
headband, or, more generally, to something that encircles (a body part such as a head) or,
alternatively, to a pendant.”153 Cohn notes the understanding of the word ot “in the Bible as
denoting wondrous acts or predictions, whether by God or by prophets, demonstrating divine
power or divine agency at work.”154 Cohn also links the word “oracle” with ot as well as
“portent” and “omen.”155 Cohn details how the Mishna text M. Shabbat specifies totafot as
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women’s dress saying, “A woman may go out (on shabbat) wearing… a totafot or ribbons at a
time when they are sewn on…”156

The most popular, and oldest, device for warding off evil is the amulet, worn either by people, or
attached to objects or animals. As Trachtenberg explains, “Judaism officially countenanced the
use of amulet to heal and to prevent disease, as well as to protect the individual.”157 The Hebrew
word kamea, meaning amulet, derives from the Arabic root “to bind.”158 Incantations were
written in conjunction with each amulet for the purpose of warding off evil spirits and demons.159

My performance headpiece and amulet correspond to traditional guidelines for avoiding the evil
eye including: wearing amulets, placing interesting stones between one’s eyes, wearing a chamsa
(a hand containing the evil eye in the center) using a mirrored surface to reflect the gaze, and
using “good eye” instead of “evil eye” in conversation.160

Covered in mirrored sequins, my reflective totafot headpiece deflects the evil eye, fanning out
with “good eyes” gazing outwards on all sides. An “interesting stone” is placed between my
eyes. My amulet contains a digitally collaged chamsa, surrounded by gemstones.
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Fig.27 Film Still, You Have No Power Over Me, 2022, Bath scene, 9 minutes, 8 seconds
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18. You Have No Power Over Me: A Releasing Spell
Filmed on March 22
Guide: 8 of Swords

On March 2nd, 2022 (Mars square Uranus), I filmed You Have No Power Over Me. I initially
meant for my bathtub spell to be a binding one for me. As a practitioner of magic, I felt that it
was important to bind myself from doing harm as an ethical measure where I accepted the
responsibility for binding others. The way that we all beat our hearts during the viddui, or
collective ritual confession, at Yom Kippur. I hoped to trap any harmful energy that I had in my
body and emerge with the purity lent by the mikvah ritual. I stayed in the tub of Jell-O until 4
am. The Jell-O and glycerin mix was incredibly slippery—it took activating all the muscles in
my body to stay upright. The warm, thick liquid began to cool and harden, tugging at my pores
and weighing down my limbs. I was exhausted, sore, and cold. I had pushed my body past a
place of comfort, feeling bound by obligation, and kept thinking, “30 more minutes, it should be
hard by then.” The feeling of being stuck, of being trapped, began to send my nervous system
into a panic. For all the times I’ve frozen, left my body, and allowed things to happen that I did
not want or consent to, I got up and out. I reclaimed my agency: I was free. I keep this moment
with me when I feel stuck. I remember that I can get up and leave any time I want and there is a
comfort and safety in that. The cast left of my body is imperfect. The warm Jell-O underneath
me bubbled up like blood to the surface of the skin, freed from the weight of my body. The
remnants are messy and flesh-like, a disrupted surface. But I see beauty in that messiness. To me
it speaks to the process of my own healing; my incomplete imprint marks my autonomy. This
action has given me some strange power, like a spell has been broken.
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19: 3 of Cups, 10 of Cups and Being Present
Each of us is born with a box of matches inside us but we can't strike them all by ourselves
― Laura Esquivel, Like Water for Chocolate

Fig.28 Group Installation View, Some Strange Power, Work by Amy Bravo, Pol Morton, Amorelle Jacox, Christina
Barrera and Anna Cone, Hunter MFA Thesis Exhibition Part 2, Spring 2022

Johanna Hevda states:

The most anti-capitalist protest is to care for another and to care for yourself. To take on
the historically feminized and therefore invisible practice of nursing, nurturing, caring.
To take seriously each other’s vulnerability and fragility and precarity, and to support it,
honor it, empower it. To protect each other, to enact and practice community. A radical
kinship, an interdependent sociality, a politics of care.161
161

Johanna Hevda, “Sick Woman Theory.” (Accessed May 5, 2022) 23.
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We chose each other. Pol, Amy, Christina, Amorelle, Renee and me. We’re all maximalist, so
each new phase of the thesis process brought with it some anxiety: would there be conflict over
space? Would we feel threatened by another’s success? Would we start as friends and turn to
enemies as past groups had, caught up in the false competition and stress of grad school? With
each potential stressor, we communicated and built trust. And most of all, we laughed. We built
the most solid support system—I’ve never felt so supported, even in the throes of stress and my
out-of-control brain chemistry, which inevitably flared up. I took risks in my work and was able
to create things I never would have otherwise. Our passion fed each other, and our care was a
nurturance. The magic, dedication, and brilliance of my groups’ work surrounding was a
constant source of energy and inspiration. We all threw ourselves into our show so entirely, but
always spared a minute for a glass of wine, a laugh, some gossip, or help moving a piece. Our
hearts collectively broke when Renee had to defer the semester to go back to Australia. Her
radiance, support and humor stayed with us; you could still feel it the show.

During install we were all there the whole time. Amy and I slept there, our installs being the
most “high maintenance.” Christina’s dad came into town and rotated around, helping us all with
our trickier needs with expert craftsmanship and big dad energy. We shared tools and opinions,
always flitting into each other’s spaces to check in. I have never felt so safe, so much like my
friends would catch me, I couldn’t fall or fail. The best I could do was to feed them, so I did.
And read tarot. Our show fell over the first two nights of Seder, and I was devastated to miss the
first in person one with my family since the pandemic began to wane. But the group rallied
behind me. I threw down a sequin table cloth and some candelabras on the floor of my show, and
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heated up matzoh ball soup and latkes on a portable stove. It was a pleasure to explain and share
traditions with such eager and supportive participants. Reading tarot in the space made it feel
alive and activated it as a safe container. We had a closing lamb dinner. After a long stressful
day, I pulled out the marinated lamb, and we cut up herbs for a fig salad. We all wafted our coats
at the griddle pan when the gallery started to fill with smoke. We had a big de-install the next
day, but nothing was more important than being present and celebrating with each other.

The entire week of the show we were all present. The sound of bells, and Hildegard Von Bingen
seeped out of my exhibition space and melded with laughter, or fawning over Loui, Amorelle’s
sweet dog. We toasted (constantly). Pol brought down their mini fridge and we kept ample treats
and snacks on hand, ordering in food when we needed a proper meal. Amy made a killer playlist
and Christina kept us all on schedule with walk throughs. Each one of inevitably had an
obligation or two, friends visiting, family in town, but eagerly caught back up when each
returned. We wanted to be present for the experience of sharing our work, but also be present
with each other. We created this together. Not just our shows, but an atmosphere of reciprocity,
support and care. When we left at night, our work carried on its own conversations, and we could
feel the vibrations of their dialogue in the morning.

The last day, I couldn’t stop crying. My exhibition space was so charged, the energy so palpable
it overwhelmed me. Amorelle felt it too, and suggested that I say a heartfelt goodbye, and release
the spirits. I went into the room and sat and expressed so much gratitude. I thanked all of my
guides and told them that it was time to go. This work is ephemeral. It sprung from an
experience, a container, that opened on April 25th of last year and closed on April 26th of this
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one. But our relationships endure. That is the work that fills my heart, that I am so proud of.
There is still plenty of need for binding spells. On Supreme Court Justices, on so many in power,
abusing it and attacking the most vulnerable. But on the micro level, I’m looking forward. To
shared studio space and future collaborations with this group of artists that I so admire. To
manifestations and love spells.

My own fragmented past is integrated, that painful container has closed. And while there is
undoubtedly great turmoil in the world, I can allow myself to be present for the fleeting
rainbows162 in the now. As a cohort, we engaged with the idea of nitzotzot and when I released
the spirits from the room the last day, I helped set free the holy sparks trapped in the material
world. Within the vessel we all created, we helped lift those sparks back into the infinite world.
We healed that small patch of earth for that small patch of time.

162

My tarot teacher, Lindsay Mack, describes the 10 of Cups in the tarot as being present for the precious,
ephemeral moments of life, or the rainbows. Because they will not last, being present for them is the secret of
happiness. The 10 of Cups is a culmination of the suit of love.
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Fig.29 Film Still, You Have No Power Over Me, 2022, Procession scene, 9 minutes, 8 seconds

“Through dangers untold, and hardships unnumbered, I have fought my way here to the castle
beyond the Goblin City, to take back the child you have stolen. For my will is as strong as yours,
and my kingdom as great. You have no power over me!”.
The Labyrinth
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